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PART  11.— {Oontinued.) 
OF  TRUTH. 


SECTION   IV. 

OP   TRUTH    OF   EARTR 


CHAPTER  L 

OP    GENERAL    8TRUCTDBE. 

Bt  truth  of  earth,  we  mean  the  faithful  representation 
of  the  facts  and  forms  of  the  bare  ground,  considered  as 
entirely  divested  of  vegetation,  through  whatever  dis- 
guise, or  under  whatever  modification  the  ^^ 
clothing  of  the  landscape  may  occasion,  the  organiEaaoo 
Ground  is  to  the  landscape  painter  what  their  importaiice 
the  naked  human  body  is  to  the  historical. 
The  growth  of  vegetation,  the  action  of  water,  and  even 
of  clouds  upon  it  and  around  it,  are  so  far  subject  and 
subordinate  to  its  forms,  as  the  folds  of  the  dress  and  the 
fall  of  the  hair  are  to  the  modulation  of  the  animal  anat- 
omy. Nor  is  this  anatomy  always  so  concealed,  but  in 
all  sublime  compositions,  whether  of  nature  or  art,  it 
must  be  seen  in  its  naked  purity.    The  laws  of  the 


j  oi^anizatiou  of  the  earth  are  distinct  and  fixed  as  those 
of  the  animal  frajne,  simpler  and  broader,  but  equally 
authoritative  and  inviolable.  Their  results  may  be  ar- 
rived at  without  knowledge  of  the  interior  mechanism ; 
but  for  that  very  reason  igruorance  of  them  is  the  more 
disgraceful,  and  violation  of  tliem  more  unpardonable. 
They  are  in  the  landscape  the  foundation  of  all  other 
truths — the  most  necessary,  therefore,  even  if  they  were 
not  in  themselves  attractive ;  but  they  are  as  beautiful 
as  they  are  essential,  and  every  abaudomneut  of  them  by 
the  artist  must  end  iu  deformity  as  it  begins  in  falsehood. 
That  such  abandonment  is  constant  and  total  in  the 
works  of  the  old  masters,  has  escaped  detection,  only 
I  1.  The  sifBbi  because  of  persons  generally  cognizant  of 
^pS™to'^th™l  ^'^'  ^^^  ^B.ve  spent  time  enough  in  hill 
Mnd^  bj'mtrimi  Countries  to  perceive  the  certainty  of  the 
'"'"'■■  laws  of  hill   anatomy;  and  because  few, 

even  of  those  who  possess  such  opportunities,  ever  think 
of  the  common  earth  beneath  their  feet,  as  anything  pos- 
sessing: Bpectfic  form,  or  giovemed  by  steadfaat  principles. 
That  such  abandonment  should  have  taken  ])lace  cannot 
be  surprising,  after  what  we  have  soon  of  their  fidelity  to 
skies.  Those  artists  who,  day  after  day,  could  so  falsely 
represent  what  was  forever  before  theii-  eyes,  when  it  was 
to  be  one  of  the  most  important  and  attractive  parts  of 
their  picture,  can  scarcely  lie  expected  to  give  with  tmth 
what  they  could  see  only  partially  and  at  intervals,  and 
what  was  only  to  be  in  their  picture  a  bhie  line  in  the 
horizon,  or  a  bright  spot  under  the  feet  of  their  figures. 

That  such  should  be  all  the  space  allotted  by  the  old 
landscape  painters  to  the  most  magnificent  phenomena 
of  nature :  that  the  only  traces  of  those  Apennines,  which 
in  Claude's  walks  along  the  brow  of  the  Pincian,  forever 
bounded  his  horizon  with  their  azui-e  waU,  should,  in  his 
[  pictures,  be  a  cold  white  outline  in  the  extreme  of  his 
1    tame  distance ;  and  that  8alvator's  Bojouiiis  among  their 
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fastnesses  should  only  have  taught  him  to  shelter  his 
banditti  with  such  paltry  morsels  of  crag  as  an  Alpine 
stream  would  toss  down  before  it  like  a  foam-globe; 
though  it  may  indeed  excite  our  surprise,  will,  perhaps, 
when  we  have  seen  how  these  slight  passages  are  exe- 
cuted, be  rather  a  subject  of  congratulation  than  of  re- 
gret. It  might,  indeed,  have  shortened  our  labor  in  the 
investigation  of  mountain  truth,  had  not  modem  artists 
been  so  vast,  comprehensive,  and  multitudinous  in  their 
mountain  drawings,  as  to  compel  us,  in  order  to  form 
the  slightest  estimate  of  their  knowledge,  to  enter  into 
some  examination  of  every  variety  of  hill  scenery.  We 
shall  first  gain  some  general  notion  of  the  broad  organi- 
zation of  large  masses,  and  then  take  those  masses  to 
pieces,  until  we  come  down  to  the  crumbling  soil  of  the 
foreground. 

Mountains  are,  to  the  rest  of  the  body  of  the  earth, 
what  violent  muscular  action  is  to  the  body  of  man. 
The  muscles  and  tendons  of  its  anatomy 

11  ...  t  1  i         -xr^      |8.GeneralBtnict- 

are,  in  the    mountain,  brought  out  with    nre  of  the  eaith. 

^  ,  ,    .  ;.    11      I.  The  hills   are  its 

tierce  and  convulsive  energy,  full  of  expres-  action,  the  plains 
sion,  passion,  and  strength ;  the  plains  and 
the  lower  hills  are  the  repose  and  the  effortless  motion 
of  the  frame,  when  its  muscles  lie  dormant  and  concealed 
beneath  the  lines  of  its  beauty,  yet  ruling  those  lines  in 
their  ever>^  imdulation.  Tliis,  then,  is  the  first  gi-and 
principle  of  the  truth  of  the  earth.  The  spirit  of  the  hills 
is  action ;  that  of  the  lowlands,  repose ;  and  between 
these  there  is  to  be  found  every  variety  of  motion  and  of 
rest ;  from  the  inactive  plain,  sleeping  like  the  fiiTua- 
ment,  with  cities  for  stars,  to  the  fiery  peaks,  which, 
with  heaving  bosoms  and  exulting  limbs,  with  the  clouds 
drifting  like  hair  from  their  bright  foreheads,  lift  up 
their  Titan  hands  to  Heaven,  saying,  "  I  live  forever !  " 

But  there  is  this  difference  between  the  action  of  the 
earth,  and  that  of  a  living  creature,  that  while  the  exerted 
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limb  marks  its  bones  and  tendons  through  the  flesh, 
the  excited  earth  casts  off  the  flesh  altogether,  and  its 
.   ,    „     , .       bones  come  out  from  beneath.    Mountains 

I    4.     MoantainB  _       _  »~-.-«***», 

come   out   from    are  the  bones  of  the  earth,  their  hierhest 

ondernetth       the  ,  .  •    i  i        . t  i  •    .i 

piainB,    and  are    peaks  are  invanably  those  parts  of  its 

anatomy  which  in  the  plains  lie  buried  un- 
der five  and  twenty  thousand  feet  of  solid  thickness 
of  superincumbent  soil,  and  which  spring  up  in  the 
moimtain  ranges  in  vast  pyramids  or  wedges,  flinging 
their  garment  of  earth  away  from  them  on  each  side. 
The  masses  of  the  lower  hills  are  laid  over  and  against 
their  sides,  like  the  masses  of  lateral  masonry  against 
the  skeleton  arch  of  an  unfinished  bridge,  except  that 
they  slope  up  to  and  lean  against  the  central  ridge :  and 
finally,  upon  the  slopes  of  these  lower  hills  are  strewed 
the  level  beds  of  sprinkled  gravel,  sand,  and  clay,  which 
form  the  extent  of  the  champaign.  Here  then  is  another 
grand  principle  of  the  truth  of  earth,  that  the  mountains 
must  come  from  under  all,  and  be  the  support  of  all ;  and 
that  everything  also  must  be  laid  in  their  arms,  heap 
above  heap,  the  plains  being  the  uppermost.  Opposed 
to  this  truth  is  every  appearance  of  the  hills  being  laid 
upon  the  plains,  or  built  upon  them.  Nor  is  this  a  truth 
only  of  the  earth  on  a  large  scale,  for  every  minor  rock 
(in  position)  comes  out  from  the  soil  about  it  as  an  island 
out  of  the  sea,  lifting  the  earth  near  it  like  waves  beat- 
ing  on  its  sides. 

Such  being  the  structiu'o  of  the  framework  of  the  earth, 
it  is  next  to  be  remembered  that  all  soil  whatsoever, 
I  5.  structure  of  whcrcver  it  is  accumulated  in  greater 
Se?v<Sl*^^^T^heTr  quantity  than  is  sufficient  to  nourish  the 
Sepwiterby  qufe°  moss  of  the  wallflowcr,  has  been  so,  either 
^^^^'  by  the  direct  transporting  agency  of  water, 

or  under  the  guiding  influence  and  power  of  water.  All 
plains  capable  of  cultivation  are  deposits  from  some  kind 
of  water  —  some  from  swift  and  tremendous  currents. 
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leaying  their  soil  in  sweeping  banks  and  furrowed  ridges 
— others,  and  this  is  in  mountain  districts  almost  invari- 
ably the  case,  by  slow  deposit  from  a  quiet  lake  in  the 
mountain  hollow,  which  has  been  gradually  filled  by  the 
soil  carried  into  it  by  streams,  which  soil  is  of  course 
finally  left  spread  at  the  exact  level  of  the  surface  of  the 
former  lake,  as  level  as  the  quiet  water  itself.  Hence  we 
constantly  meet  with  plains  in  hill  districts,  which  fill 
the  hollows  of  the  hills  with  as  perfect  and  faultless  a 
level  as  water,  and  out  of  which  the  steep  rocks  rise  at 
the  edge  with  as  little-previous  disturbance,  or  indication 
of  their  forms  beneath,  as  they  do  from  the  margin  of  a 
quiet  lake.  Every  delta — and  there  is  one  at  the  head  of 
every  lake  in  every  hill-district — supplies  an  instance  of 
this.  The  rocks  at  Altorf  plunge  beneath  the  plain, 
which  the  lake  has  left,  at  as  sharp  an  angle  as  they  do 
into  the  lake  itself  beside  the  chapel  of  Tell.  The  plain 
of  the  Arve,  at  Sallenche,  is  terminated  so  sharply  by 
the  hills  to  the  south-east,  that  I  have  seen  a  man  sleep- 
ing with  his  back  supported  against  the  mountain,  and 
his  legs  stretched  on  the  plain ;  the  slope  which  sup- 
ported his  back  rising  5,000  feet  above  him,  and  the 
couch  of  his  legs  stretched  for  five  miles  before  him.  In 
distant  effect  these  champaigns  lie  like  deep,  blue,  undis- 
turbed water,  while  the  mighty  hills  around  them  burst 
out  from  beneath,  raging  and  tossing  like  a  tumultuous 
sea.  The  valleys  of  Meyringen,  Interlachen,  Altorf,  Sal- 
lenche,  St.  Jean  de  Maurienne ;  the  great  plain  of  Lom- 
bardy  itself,  as  seen  from  Milan  or  Padua,  under  the 
Alps,  the  Euganeans,  and  the  Apennines ;  and  the 
Campo  Felice  under  Vesuvius,  are  a  few,  out  of  the  thou- 
sand instances,  which  must  occur  at  once  to  the  mind  of 
every  traveller. 

Let  the  reader  now  open  Eogers's  Italy,  at  the  seven- 
teenth page,  and  look  at  the  vi^ictte  which  heads  it  of 
the  battle  of  Marengo.     It  needs  uo  comment.     It  can- 
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not  but  carry  with  it,  after  what  has  been  said,  the  in- 
stant conviction  that  Turner  is  as  much  of  a  geolo^st  as 
^  he  is  of  a  painter.  It  is  a  summary  of  all  we 
by  Turner's  Ma-  have  been  Saying,  and  a  summary  so  dis- 
tinct and  clear,  that  without  any  such  expla- 
nation it  must  have  forced  upon  the  mind  the  impression 
of  such  facts — of  the  plunging  of  the  hills  underneath 
the  plain — of  the  perfect  level  and  repose  of  this  latter 
laid  in  their  arms,  and  of  the  tumultuous  action  of  the 
emergent  summits. 

We  find,  according  to  this  its  internal  structure,  which, 
I  believe,  with  the  assistance  of  Turner,  can  scarcely  now 
17.  General  divi-  be  misuudcrstood,  that  the  earth  may  be 
!SS]tii'''7?Sm  considered  as  divided  into  three  great 
^^^tS^  classes  of  formation,  which  geology  has  al- 
^^'  ready  named  for  us.    Primary — the  rocks, 

which,  though  in  position  lower  than  all  others,  rise  to 
form  the  central  peaks,  or  interior  nuclei  of  all  mountain 
ranges.  Secondary — the  rocks  which  are  laid  in  beds 
above  these,  and  which  form  the  greater  proportion  of 
all  hill  scenery.  Tertiary — the  light  beds  of  sand,  gravel, 
and  clay,  which  are  strewed  upon  the  surface  of  all,  form- 
ing plains  and  habitable  territory  for  man.  We  shall  find 
it  convenient,  in  examining  the  truth  of  art,  to  adopt,  with 
a  little  modification,  the  geological  arrangement,  consid- 
ering first,  the  formation  and  character  of  the  highest  or 
central  peaks;  then  the  general  structure  of  the  lower 
mountains,  including  in  this  division  those  composed  of 
the  various  slates  which  a  geologist  would  call  primary ; 
and,  lastly,  the  minutiae  and  most  delicate  characters  of 
the  beds  of  these  hills,  when  they  are  so  near  as  to  be- 
come foreground  objects,  and  the  structure  of  the  com- 
mon soil  which  usually  forms  the  greater  space  of  an  ar- 
tist's foreground.  Hence  our  task  will  arrange  itself  into 
three  divisions — the  investigation  of  the  central  moun- 
tains, of  the  interior  moimtains,  and  of  the  foreground. 


CHAPTEB  n. 

OP  THE  CENTRAL  MOUNTAINS. 

It  does  not  always  follow,  because  a  mountain  is  the 
Iiighest  of  its  group,  that  it  is  in  reality  one  of  the  cen- 
tral range.  The  Jungfrau  is  only  surpassed  in  elevation, 
in  the  chain  of  which  it  is  a  member,  by  the  1 1.  similar  chv 
Schreckhom  and  Finster- Aarhom ;  but  it  tJilV^to^i^ii 
is  entirely  a  secondary  mountain.  But  the  p*^  **'  ^^  ^°'*^* 
central  peaks  are  usually  the  highest,  and  may  be  con- 
sidered as  the  chief  components  of  all  mountain  scenery 
in  the  snowy  regions.  Being  composed  of  the  same 
rocks  in  all  countries,  their  external  character  is  the 
same  everywhere.  Its  chief  essential  points  are  the  fol- 
lowing : 

Their  summits  are  almost  invariably  either  pyramids 
or  wedges.     Domes  may  be  formed  by  superincumbent 
snow,  or  appear  to  be  formed  by  the  con-    ,  ^    _.    , 
tinuous  outline  of  a  sharp  ridge  seen  trans-    rancementfi  in  py- 

,  .ii     .i  •     •        A     XI  Li  ramldf  or  wedires. 

versely,  with  its  precipice  to  the  spectator;  divided  by  vertical 
but  wherever  a  rock  appears,  the  ui^per- 
most  termination  of  that  rock  will  be  a  steep  edgy  ridge, 
or  a  sharp  point,  very  rarely  presenting  even  a  gentle 
slope  on  any  of  its  sides,  but  usually  inaccessible  unless 
encumbered  with  snow. 

These  pyramids  and  wedges  split  vertically,  or  nearly 
so,  giving  smooth  faces  of  rock,  either  perpendicular  or 
very  steeply  inclined,  which  appear  to  be  laid  against 
the  central  wedge  or  peak,  like  i:)lanks  upright  against  a 
wall.      The  surfaces  of  these  show  close  parallelism; 
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their  fissures  are  Tertical,  and  cut  them  smoothly,  like 
the  edges  of  shaped  planks.  Often  groups  of  these 
planks,  if  I  may  so  call  them,  rise  higher  than  those  be- 
tween them  and  the  central  ridge,  forming  detached 
ridges  inclining  towards  the  central  one.  The  planks 
are  cut  transversely,  sometimes  by  graceful  curvilinear 
fissures ;  sometimes  by  straight  fissures,  which  are  com- 
monly parallel  to  the  slope  of  one  of  the  sides  of  the 
peak,  while  the  main  direction  of  the  planks  or  leaves  is 
parallel  to  that  of  its  other  side,  or  points  directly  to  its 
summit.  But  the  universal  law  of  fracture  is — first,  that 
it  is  clean  and  sharp,  having  a  perfectly  smooth  surface, 
and  a  perfectly  sharp  edge  to  all  the  fissures;  secondly, 
that  every  fissure  is  steeply  inclined,  and  that  a  horizon- 
tal line,  or  one  approaching  to  it,  is  an  impossibility,  ex- 
cept in  some  turn  of  a  curve. 

Hence,  however  the  light  may  fall,  these  peaks  are 
seen  marked  with  sharp  and  defined  shadows,  indicating 
IS.  cansing  the  Square  edges  of  the  planks  of  which 
SSffiing  IS^^Jti-  they  are  made  up,  which  shadows  some- 
choke  or  roue.  times  are  vertical,  pointing  to  the  sum- 
mit ;  but  are  oftener  parallel  to  one  of  the  sides  of  the 
peak,  and  intersected  by  a  second  series,  parallel  to  the 
other  side.  Where  there  has  been  much  disintegration, 
the  peak  is  often  surrounded  with  groups  of  lower  ridges 
or  peaks,  like  the  leaves  of  an  artichoke  or  a  rose,  all  evi- 
dently part  and  parcel  of  the  great  peak;  but  falling 
back  from  it,  as  if  it  were  a  budding  flower,  expanding 
its  leaves  one  by  one. 

Now,  if  I  were  giving  a  lecture  on  geology,  and  were 

searching  for  some  means  of  giving  the  most  faithful 

_    , .  ^, ,    idea  possible  of  the  external  appearance 

8  4.    The  faithful  ^  *    xi.  • 

statement  of  these    caused  bv  this  structurc  of  the  primary 

facts  by  Turner  In  x  •/ 

his  Alps  at  Day-    hills,  I  should  throw  my  geological  out- 
lines aside,  and  take  up  Turner's  vignette 
of  the  Alps  at  Daybreak.    After  what  has  been  said,  a 
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single  glance  at  it  will  be  enough.  Observe  the  exqui- 
oite  decisiuQ  with  which  the  edge  of  the  ui^permost  plank 
of  the  great  peak  is  indicated  by  its  clear  dai'k  side  and 
sharp  shadow;  then  the  rise  of  the  second  low  ridge  oa 
its  side,  only  to  descend  again  precisely  in  the  same 
line ;  the  two  fissures  of  this  peak,  one  pointing  to  its 
summit,  the  other  rigidly  parallel  to  the  great  slope 
which  descends  towards  the  sun ;  then  the  sharp  white 
aifjuiUe  on  the  right,  with  the  gieat  fissure  from  its  sum- 
mit, rigidly  and  severely  square,  as  marked  below,  whei-e 
another  edge  of  rock  is  laid  upon  it.  But  this  is  not  all ; 
the  black  rock  in  the  foreground  is  equally  a  member  of 
the  mass,  its  chief  slope  parallel  with  that  of  the  moun- 
tain, and  all  its  fissures  and  lines  inclined  in  the  same 
direction  i  and,  to  complete  the  mass  of  evidence  more 
forcibly  still,  we  have  the  dark  mass  on  the  left  articu- 
lated with  absolute  right  lines,  as  parallel  as  if  they  had 
been  drawn  with  a  ruler,  indicating  the  tops  of  two  of 
these  huge  plates  or  planks,  pointing,  with  the  universal 
tendency,  to  the  great  ridge,  and  intersected  by  fissures 
parallel  to  it.  Throughout  the  extent  of  mountain,  not 
one  horizontal  line,  nor  an  approach  to  it,  is  discernible. 
This  cannot  be  chance — it  cannot  be  composition— it 
may  not  be  beautiful^perhaps  nature  is  very  wTong  to 
be  so  parallel,  and  very  disagreeable  in  being  so 
straight  ;^but  this  M  nature,  whether  we  admire  it  or  not. 
In  the  vignette  illustration  to  Jacqueline,  we  have  an- 
other series  of  peaks,  whose  structure  is  less  developed, 
I   owing  to  their  distance,  but  equally  clear  vimeUB  of 

ftnd  faithful  in  all  points,  as  far  as  it  is  the  An&»  ud 
given.  But  the  vignette  of  Aosta,  in  the 
Italy,  is  perhaps  more  striking  than  any  that  could  be 
named  for  its  rendering  of  the  perfect  parallelism  of  the 
lower  and  smaller  peaks  with  the  great  lines  of  the  mass 
they  compose;  and  that  of  the  Andes,  the  second  in 
Campbell,  for  its  indication  of  the  multitudes  of  the  verti- 
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cad  and  plazik-Iike  beds  ammged  almost  Eke  the  leaves 
of  a  flower.  This  last  especially,  one  of  the  ▼ervnoblest, 
most  faithful,  most  scientific  statements  of  mountain 
form  which  even  Tnmer  has  ever  made,  can  leaTe  little 
more  to  be  said  or  donbted. 

Now,  whenever  these  vast  peaks,  rising  from  1^000  to 
24,0rXi  feet  above  the  sea,  form  part  of  anything  like  a 

landscape,  that  is  to  say,  whenever  the  spec- 
diiteDofc,  wtA  con-  tator  beholds  them  from  the  region  oi  v^^ 
f^^  aSTiach    tation,  or  even  from  any  distance  at  which 

It  IS  possible  to  get  something  like  a  view 
of  their  whole  mass,  they  mnst  be  at  so  great  a  distance 
from  him  as  to  become  aerial  and  faint  in  all  their  details. 
Their  summits,  and  all  those  higher  masses  oi  whose 
character  we  have  been  speaking,  can  by  no  possibility 
be  nearer  to  him  than  twelve  or  fifteen  miles :  to  approach 
them  nearer  he  mnst  climb — must  leave  the  r^on  of 
vegetation,  and  mnst  confine  his  view  to  a  part,  and  that 
a  very  limited  one,  of  the  mountain  he  is  ascending. 
WTienever,  therefore,  these  moontains  are  seen  over  any- 
thing like  vegetation,  or  are  seen  in  mass,  they  mxisi  be 
in  the  far  distance.  Most  artists  would  treat  an  horizon 
fifteen  miles  off  verv  much  as  if  it  were  mere  air:  and 
tlif>ugli  the  greater  clearness  of  the  upper  air  permits 
thf;  high  summits  to  be  seen  with  extraordinary  distinct- 
iifiHs,  yet  they  never  can  by  any  possibility  have  dark  or 
(!<;#•[>  shadows,  or  intense  dark  relief  against  a  light. 
C'lfjar  thf?y  may  be,  but  faint  they  must  be,  and  their 
great  and  prevailing  characteristic,  as  distinguished  from 
other  mountains,  is  want  of  apparent  solidity.  They 
rise;  in  the  morning  light  rather  like  sharp  shades,  cast 
up  into  the  sky,  than  solid  earth.  Their  lights  are  pure, 
roseate,  and  cloud-like — their  shadows  transparent,  pale, 
and  oi)alescent,  and  often  indistinguishable  from  the  air 
around  them,  so  that  the  mountain-top  is  seen  in  the 
heaven  only  by  its  flakes  of  motionless  fire. 


OF  THE  CENTRAL  MOUNTAINS.  35 

Now,  let  me  once  more  ask,  though  I  am  sufficiently 
tired  of  asking,  what  record  have  we  of  anything  like 
this  in  the  works  of  the  old  masters  ?  i  7.  Total  want 
There  is  no  vestige  in  any  existing  picture  ^  Slr'pSZ^? 
of  the  slightest  effort  to  represent  the  «»to«Mdciit«rt. 
high  hill  ranges;  and  as  for  such  drawing  of  their 
forms  as  we  have  found  in  Turner,  we  might  as  well  look 
for  them  among  the  Chinese.  Very  possibly  it  may  be 
aU  quite  right — very  probably  these  men  showed  the 
most  cultivated  taste,  the  most  unerring  judgment,  in 
filling  their  pictures  with  mole-hills  and  sand-heaps. 
Very  probably  the  withered  and  poisonous  banks  of 
Avemus,  and  the  sand  and  cinders  of  the  Campagna,  are 
much  more  sublime  things  than  the  Alps ;  but  still  what 
limited  truth  it  is,  if  truth  it  be,  when  through  the  last 
fifty  pages  we  have  been  pointing  out  fact  after  fact, 
scene  after  scene,  in  clouds  and  hills  (and  not  individual 
facts  nor  scenes,  but  great  and  important  classes  of  them,) 
and  still  we  have  nothing  to  say  when  we  come  to  the 
old  masters  but,  "  they  are  not  here."  Yet  this  is  what 
we  hear  so  constantly  called  painting  "general"  nature. 

Although,  however,  there  is  no  vestige  among  the  old 
masters  of  any  effort  to  represent  the  attributes  of  the 
higher  mountains    seen    in    comparative 

•      -A  A     lA  11  1    *i       -ii         *  ^    Character  of 

proximity,  we  are  not  altogether  left  with-  the  rep  r  e  p  e  n  t  a- 
out  evidence  of  their  having  thought  of  the  dietances  of 
them  as  sources  of  light  in  the  extreme 
distance,  as  for  example,  in  that  of  the  reputed  Claude  in 
our  National  Grallery,  called  the  Marriage  of  Isaac  and 
Rebecca.  I  have  not  the  slightest  doubt  of  its  being  a 
most  execrable  copy  ;  for  there  is  not  one  touch  nor  line 
of  even  decent  painting  in  the  whole  picture;  but  as 
connoisseurs  have  considered  it  a  Claude,  as  it  has  been 
put  in  our  Gallery  for  a  Claude,  and  as  people  admire  it 
every  day  for  a  Claude,  I  may  at  least  presume  it  has 
those  qualities  of  Claude  in  it  which  are  wont  to  excite 
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the  public  admiration,  though  it  possesses  Done  of  those 
which  sometimes  give  him  claim  to  it ;  and  I  have  so 
reasoned,  and  ahall  continue  to  reusoii  \ipon  it,  especially 
with  i-espect  to  facta  of  form,  which  cauuot  have  been 
much  altered  by  the  copyist.  In  the  distance  of  that 
picture  (as  well  oe  in  that  of  the  Sinon  before  Priam, 
which  I  have  little  doubt  is  at  least  partially  original, 
and  whose  central  group  of  trees  is  a  very  noble  pieee 
of  painting)  is  something  white,  which  I  believe  must 
1 1.  TiiEir  totsi  be  intiinded  for  a  snowy  mountain,  be- 
tX'  ui^'Mriii  cause  I  do  not  see  that  it  can  well  be  in. 
"*"'*'  tended  for  anything  else.     Now,  no  moun- 

taiu  of  elevation  sufficient  to  be  so  sheeted  with  perijetual 
snow,  can  by  any  possibility  sink  so  low  on  the  horizon 
as  this  something  of  Claude's,  unless  it  be  at  a  distance 
of  from  fifty  to  seventy  miles.  At  such  distances, 
though  the  outline  is  invariably  sharp  and  edgy  to  an 
excess,  yet  all  the  circumstances  of  aerial  perspective, 
faintness  of  shadow,  and  isolation  of  light,  which  I  have 
described  as  characteristie  of  the  Alps  fifteen  miles  oflf, 
take  place,  of  course,  in  a  threefold  degree;  the  moun- 
tains rise  from  the  horizon  like  transparent  films,  only 
distinguishable  from  mist  by  their  excessively  keen 
edges,  and  their  brilliant  flashes  of  sudden  light ;  they 
are  as  unsubstantial  as  the  air  itself,  and  impress  their 
enormous  size  by  means  of  this  aerialness,  in  a  far 
greater  degree  at  these  vast  distauceB,  than  even  when 
towering  above  the  spectator's  head.  Now,  I  ask  of  the 
candid  observer,  if  there  be  the  smallest  vestige  of  an 
effort  to  attain — if  there  be  the  most  miserable,  the  most 
contemptible  shadow  of  attainment  of  such  an  effect  by 
Claude  ?  Does  that  white  thing  on  the  horizon  look 
seventy  miles  off*  Is  it  fiiint,  or  fading,  or  to  be  looked 
for  by  the  eye  before  it  can  be  found  out  ?  Does  it  look 
high*  does  it  look  large?  does  it  look  impressive! 
You  cannot  but  feel  that  there  is  not  a  vestige  of  any 
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kind  or  species  of  truth  in  that  horizon ;  and  that,  how- 
ever artistical  it  may  be,  as  giving  brilliancy  to  the  dis- 
tance, (though,  as  far  as  I  have  any  feeling  in  the  mat- 
ter, it  only  gives  coldness,)  it  is,  in  the  very  branch  of 
art  on  which  Claude's  reputation  chiefly  rests,  aerial 
perspective,  hurling  defiance  to  nature  in  her  very 
teeth. 

But  there  are  worse  failures  yet  in  this  unlucky  dis- 
tance. Aerial  perspective  is  not  a  matter  of  paramount 
importance,  because  nature  infringes  its 
laws  herself,  and  boldly  too,  though  never  tion'of  epeciflc 
in  a  case  like  this  before  us ;  but  there  are 
some  laws  which  nature  never  violates — her  laws  of  form. 
No  mountain  was  ever  raised  to  the  level  of  perpetual 
snow,  without  an  infinite  multiplicity  of  form.  Its 
foundation  is  built  of  a  hundred  minor  mountains,  and, 
from  these,  great  buttresses  run  in  converging  ridges  to 
the  central  peak.  There  is  no  exception  to  this  rule ;  no 
mountain  15,000  feet  high  is  ever  raised  without  such 
preparation  and  variety  of  outwork.  Consequently,  in 
distant  effect,  when  chains  of  such  peaks  are  visible  at 
once,  the  multiplicity  of  form  is  absolutely  oceanic ;  and 
though  it  is  possible  in  near  scenes  to  find  vast  and 
simple  masses  composed  of  lines  which  nm  unbroken 
for  a  thousand  feet,  or  more,  it  is  physically  imi)()ssible 
when  these  masses  are  thrown  seventy  miles  back,  to 
have  simple  outlines,  for  then  these  large  features  be- 
come mere  jags,  and  hillocks,  and  are  heaped  and 
huddled  together  with  endless  confusion.  To  get  a  sim- 
I)le  form,  seventy  miles  away,  mountain  lines  would  be 
required  unbroken  for  leagues ;  and  this,  I  repeat,  is  phys- 
ically impossible.  Hence  these  mountains  of  Claude, 
haAdng  no  indication  of  the  steep  vertical  summits  which 
we  have  shown  to  be  the  characteristic  of  the  central 
ridges,  ha\dng  soft  edges  instead  of  decisive  ones,  simple 
forms  (one  line  to  the  plain  on  each  side)  instead  of 
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varied  and  broken  ones,  and  being  painted  with  a  crude 
raw  white,  having  no  transparency,  nor  filminess,  nor  air 
in  it,  instead  of  riains  in  the  opalescent  mystery  which 
invariably  characterizes  the  distant  snows,  have  the 
forms  and  the  colors  of  ht^aps  of  chalk  in  a  lime-kiln, 
not  of  Alps.  They  are  destitute  of  energy,  of  height,  of 
distance,  of  splendor,  and  of  variety,  and  are  the  work  of 
a  man,  whether  Claude  or  not,  who  had  neither  feeling 
for  nattire,  nor  knowledge  of  art. 

I  should  not,  however,  insist  upon  the  faults  of  this 
picture,  believing  it  to  be  a  copy,  if  I  had  ever  seen,  even 
I  n.  Evan  In  hi»  ^  hls  most  genuine  works,  an  extreme  dis- 
bestBurk*.  tauco  of  Claiiile  With  any  of  the  essential 

characters  of  nature.  But  although  in  his  better  pict- 
ures we  have  always  beautiful  drawing  of  the  air,  which 
in  the  copy  before  us  is  entirely  wanting,  the  real 
features  of  the  extreme  mountain  distance  are  equally 
neglected  or  maligned  in  all.  There  is,  indeed,  air  be- 
tween us  and  it;  but  ten  miles,  not  seventy  miles  of 
space.  Let  ua  observe  a  little  more  closely  the  practice 
of  nature  in  such  cases. 

The  multiplicity  of  form  which  I  have  shown  to  be 
necessary  in  the  outline,  is  not  less  felt  in  the  body  of 
the  mass.     For,  in  all  extensive  hill  ranges, 
iBBtr«aoii  u[  tho    there  are  five  or  six  lateral  cliams  separ- 
of'^oantai"    ated  by  deep  valleys,  which  rise  between 
the  spectator  and  the  central  ridge,  show- 
ing  their  tops  one  over  another,  wave  beyond  wave,  until 
the  eye  is  carried  back  to  the  faintest  and  highest  forms 
of  the  principal  chain.    These  successiTe  ridges,  and  I 
speak  now  not  merely  of  the  Alps,  but  of  moimtains 
generally,  even  as  low  as  3,000  feet  above  the  sea,  show 
J  themselves  in  extreme  distance  merely  as  veriical  shades, 

I  with  very  sharp  outlines,  detached  from  one  another  by 

K  greater  intensity,  according  to  their  nearness.     It  is  with 

■^        the  utmost  difficulty  that  the  eye  can  discern  any  so- 
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lidity  or  ronndness  in  them ;  the  lights  and  shades  of 
solid  form  are  both  equally  lost  in  the  blue  of  the  atmos- 
phere, and  the  mountain  tells  only  as  a  flat,  sharp-edged 
film,  of  which  multitudes  intersect  and  overtop  one  an- 
other, separated  by  the  greater  faintness  of  the  retiring 
masses.  This  is  the  most  simple  and  easily  imitated 
arrangement  possible,  and  yet,  both  in  nature  and  art, 
it  expresses  distance  and  size  in  a  way  otherwise  quite 
unattainable.  For  thus,  the  whole  mass  of  one  mountain 
being  of  one  shade  only,  the  smallest  possible  diflference 
in  shade  will  serve  completely  to  detach  it  from  another, 
and  thus  ten  or  twelve  distances  may  be  made  evident, 
when  the  darkest  and  nearest  is  an  aerial  gray  as  faint 
as  the  sky ;  and  the  beauty  of  such  arrangements  carried 
out  as  nature  carries  them,  to  their  highest  degree,  is, 
perhaps,  the  most  striking  feature  connected  with  hill 
scenery :  you  will  never,  by  any  chance,  perceive  in  ex- 
treme distance,  anything  like  solid  form 
or  projection  of  the  hills.  Each  is  a  dead,  sive'appearance  of 
flat,  perpendicular  film  or  shade,  with  a  ^p*'®^^^^^- 
sharp  edge  darkest  at  the  summit,  and  lost  as  it  de- 
scends, and  about  equally  dark  whether  turned  towards 
the  light  or  from  it ;  and  of  these  successive  films  of 
moimtain  you  will  probably  have  half  a  dozen,  one  be- 
hind another,  all  showing  with  perfect  clearness  their 
every  chasm  and  peak  in  the  outline,  and  not  one  of  them 
showing  the  slightest  vestige  of  solidity,  but  on  the  con- 
trary, looking  so  thoroughly  transparent,  that  if  it  so 
happens,  as  I  have  seen  frequently,  that  a  conical  near 
hill  meets  with  its  summit  the  separation  of  two  distant 
ones,  so  that  the  right-hand  slope  of  the  nearer  hill  forms 
an  apparent  continuation  of  the  right-hand  slope  of  the 
left-hand  faii,her  hill,  and  vice  versa,  it  is  impossible  to 
get  rid  of  the  impression  that  one  of  the  more  distant 
peaks  is  seen  throiujli  the  other. 
I  may  point  out  in  illustration  of  these  facts,  the  en- 


40 


OF  THE  mntRAL  MOUNT AllSS. 


gravings  of  two  drawing  of  precisely  the  same  cliain 
of  distant  bills, — Stanfielcl'a  Borromean  Islauds,  with  the 
St.  Gothard  in  the  distance,  and  Turner's 
Arona,  also  with  the  St.  Gothard  in  the 
m™  u^d^'^  astance.  Far  be  it  from  me  to  indicate 
(be  iMi«.  tjjg  former  of  these  plates  as  in  any  way 

exemplifying  the  power  of  Stanfield,  or  affecting  his 
reputation ;  it  is  an  unlucky  drawing,  murdered  by  the 
engraver,  and  as  far  from  being  characteristic  of  Stan- 
field  as  it  is  from  being  like  nature,  but  it  is  just  what  I 
want,  to  illustrate  the  particular  ei-ror  of  which  I  speak  i 
and  I  prefer  showing  this  error  where  it  accidentally 
exists  in  the  works  of  a  really  great  artist,  standing  there 
alone,  to  point  it  out  where  it  is  confused  with  other 
faults  and  falsehoods  in  the  works  of  inferior  hands. 
The  former  of  these  plates  is  an  example  of  everything 
which  a  hill  distance  is  not,  and  the  latter  of  everything 
which  it  is.  In  the  former,  we  have  the  mountains  cov- 
ered with  patchy  lights,  which  being  of  equal  intensity 
whether  near  or  distant,  confuse  all  the  distances  to- 
gether ;  while  the  eye,  perceiving  that  the  light  falls  so 
as  to  give  details  of  solid  form,  yet  finding  nothing  but 
insipid  and  formless  spaces  displayed  by  it,  is  compelled 
to  suppose  that  the  whole  body  of  the  hill  is  equally 
monotonous  and  devoid  of  character ;  and  the  effect  upon 
it  ia  not  one  whit  more  impressive  and  agreeable  than 
might  be  received  from  a  group  of  sand-heaps,  washed 
into  uniformity  by  recent  rain. 

Compare  with  this  the  distance  of  Turner  in  Arona. 
It  is  totally  impossible  here  to  say  which  way  the  light 
lu.  Torner-B  ^'^^  ou  tLc  distant  hills,  except  by  the 
^■™*  slightly  inereasod  decision  of  their  edges 

turned  towards  it,  but  the  greatest  attention  is  paid  to 
get  these  edges  decisive,  yet  full  of  gradation,  and  per- 
fectly true  in  character  of  form.  AH  the  rest  of  the 
mountain  is  then  indistinguishable  haze,  and  by  the 
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bringing'  of  these  edges  more  and  more  decisively  over 
one  another,  Turner  has  given  us  between  the  right-hand 
side  of  the  picture  and  the  snow,  fifteen  distinct  distances, 
yet  every  one  of  these  distances  in  itself  palpitating, 
changeful,  and  suggesting  subdivision  into  countless 
multitude.  Something  of  this  is  traceable  even  in  the 
engraving,  and  all  the  essential  characters  are  perfectly 
well  marked.  I  think  even  the  least  experienced  eye 
can  scarcely  but  feel  the  truth  of  this  distance  as  com- 
pared with  Stanfield's.  In  the  latter,  the  eye  gets  some- 
thing of  the  form,  and  therefore  wonders  it  sees  no 
more ;  the  impression  on  it,  therefore,  is  of  hills  within 
distinctly  visible  distance,  indiscernible  through  want  of 
light  or  dim  atmosphere ;  and  the  eflfect  is,  of  course, 
smallness  of  space,  with  obscurity  of  light  and  thickness 
of  air.  In  Turner's  the  eye  gets  nothing  of  the  sub- 
stance, and  wonders  it  sees  so  much  of  the  outline ;  the 
impression  is,  therefore,  of  mountains  too  far  oflf  to  be 
ever  distinctly  seen,  rendered  clear  by  brilliancy  of  light 
and  purity  of  atmosphere  ;  and  the  eflfect,  consequently, 
vastness  of  space,  with  intensity  of  light  and  crystalline 
transparency  of  air. 

These  truths  are  invariably  given  in  every  one  of 
Turner's  distances,  that  is  to  saj^  we  have  always  in 
them  two  principal  facts  forced  on  our  no- 

..  ,  n^      '  t  8^^-    Extreme 

tice;    transparency,  or  nlminess  of  mass,    distance  of  large 

Ol^icC^H      A  1  W  A  V  H 

and  excessive  sharpness  of  edge.     And  I    characterized   by 

.   ,  , '       1      1      1      '       '    I  Ai  •       -I  very  sharp  outline. 

Wish  particularly  to  insist  upon  this  sharp- 
ness of  edge,  because  it  is  not  a  casual  or  changeful  habit 
of  nature;  it  is  the  unfailing  characteristic  of  all  very 
great  distances.  It  is  quite  a  mistake  to  suppose  that 
slurred  or  melting  lines  are  characteristic  of  distant 
large  objects ;  they  may  be  so,  as  before  observed,  (Sec. 
IT.  Chap.  IV.  §  4,)  when  the  focus  of  the  eye  is  not 
adapted  to  them;  but,  when  the  eye  is  really  directed 
to  the  distance,  melting  lines  are  characteristic  only  of 
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thick  mist  and  vapor  between  ns  and  the  object,  not  of 
the  removal  of  the  object.  If  n  thing'  has  character 
npon  its  outline,  as  a  tree  for  instance,  or  a  mossy  stone, 
the  farther  it  ia  removed  from  us,  the  shariier  the  out- 
line of  the  whole  mass  will  become,  thoug-h  in  doing  so, 
the  particular  details  which  make  up  the  character  will 
become  confused  in  the  maimer  described  in  the  same 
chapter.  A  tree  fifty  yards  from  us,  taken  as  a  mass,  has 
a  soft  outline,  because  the  leaves  and  interstices  have 
some  effect  on  the  eye.  But  put  it  ten  miles  off  against 
the  sky,  and  its  outline  will  be  so  sharp  that  you  cannot 
tell  it  from  a  rock.  There  are  three  trees  on  the  Mont 
Saleve,  about  five  milea  from  Geneva,  which  from  the 
city,  aa  they  stand  on  the  ridge  of  the  hill,  are  seen  de- 
fined against  the  sky.  The  keenest  eye  in  the  world 
could  not  tell  them  from  stones.  So  in  a  mountain  five 
or  six  miles  off,  bushes,  and  heather,  and  roughnesses  of 
knotty  ground  and  rock,  have  still  some  effect  on  the 
eye,  and  by  becoming  confused  and  mingled  as  before 
described,  soften  the  outline.  But  let  the  mountain  be 
thirty  miles  off,  Eind  its  edge  will  be  as  sharp  as  a  knife. 
Let  it,  as  in  the  case  of  the  Alps,  be  seventy  or  eighty 
miles  off,  and  though  it  has  become  so  faint  that  the  - 
morning  mist  is  not  so  transparent,  its  outline  will  be 
beyond  all  imitation  for  excessive  sharpness.  Thus, 
then,  the  character  of  extreme  distance  ia  always  exces- 
sive keenness  of  edge.  If  you  soften  your  outline,  yon 
either  put  mist  between  you  and  the  object,  and  in  doing 
so  diminish  your  distance,  for  it  is  impossible  you  should 
see  BO  far  through  mist  aa  through  clear  air ;  or,  if  you 
keep  an  impression  of  clear  air,  you  bring  the  object 
close  to  the  observer,  diminish  its  size  in  proportion, 
and  if  the  aerial  colors,  excessive  blues,  etc.,  be  retained, 
represent  an  impossibility. 
Take  Claude's  distance  (in  No.  244,  Dulwich  Gallery,)  * 
'  One  of  the  most  genulae  Claudes  I  know. 
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on  the  ri^ht  of  the  picture.  It  is  as  pure  blue  as  ever 
came  from  the  pallet,  laid  on  thick;  you  cannot  see 
through  it,  there  is  not  the  slightest  ves- 
tige of  transparency  or  filminess  about  it,  this  'dedsioii  in 
and  its  edge  is  soft  and  blunt.  Hence,  if 
it  be  meant  for  near  hills,  the  blue  is  impossible,  and  the 
want  of  details  impossible,  in  the  clear  atmosphere  indi- 
cated through  the  whole  picture.  If  it  be  meant  for  ex- 
treme distance,  the  blunt  edge  is  impossible,  and  the 
opacity  is  impossible.  I  do  not  know  a  single  distance 
of  the  Italian  school  to  which  the  same  observation  is 
not  entirely  applicable,  except,  perhaps,  one  or  two  of 
Nicholas  Poussin*s.  They  always  involve,  under  any 
supposition  whatsoever,  at  least  two  impossibilities. 

I  need  scarcely  mention  in  particular  any  more  of  the 
works  of  Turner,  because  there  is  not  one  of  his  moun- 
tain distances  in  which  these  facts  are  not 
fully  exemplified.  Look  at  the  last  vign-  nai  rendering  of  it 
ette — the  Farewell,  in  Rogers's  Italy ;  ob- 
serve the  excessive  sharpness  of  all  the  edges,  almost 
amounting  to  lines,  in  the  distance,  while  there  is 
scarcely  one  decisive  edge  in  the  foreground.  Look  at 
the  hills  of  the  distance  in  the  Dunstaffnage,  Glencoe, 
and  Loch  Achray,  (illustrations  to  Scott,)  in  the  latter  of 
w^hich  the  left-hand  side  of  the  Benvenue  is  actually 
marked  with  a  dark  line.  In  fact,  Turner's  usual  mode 
of  executing  these  passages  is  perfectly  evident  in  all 
his  drawings ;  it  is  not  often  that  we  meet  with  a  veiy 
broad  dash  of  wet  color  in  his  finished  works,  but  in 
these  distances,  as  we  before  saw  of  his  shadows,  all  the 
effect  has  been  evidently  given  by  a  dash  of  very  moist 
pale  color,  probably  turning  the  paper  upside  down,  so 
that  a  very  firm  edge  may  be  left  at  the  top  of  the  moun- 
tain as  the  color  dries.  And  in  the  Battle  of  Marengo 
we  find  the  princij^le  carried  so  far  as  to  give  nothing 
more  than  actual  outline  for  the  representation  of  the 


44 


OF  THE  CENTRAL  MOUNTAINS. 


extreme  distance,  while  nil  the  other  hills  in  the  picture 
are  distinctly  darkest  at  the  edge.  This  plate,  though 
coarsely  executed,  is  yet  one  of  the  noblest  illustrations 
of  moimtain  character  and  magnitude  existing. 

Such,  then,  are  the  cliiel  characteristics  of  the  highest 

peaks  and  extreme  distances  of  all  hills,  as  far  as  the 

.    forms  of   the  rocks   themselves,  aiid    the 

I   1».    Ettecta    of  .  -    i,      .     .  - 

•noff,  how  Impel-  aeniil  appearances  especially  belonp^g  to 
them,  are  alone  concerned.  There  is,  how- 
ever, yet  another  point  to  be  considered — the  modifica- 
tion of  their  form  caused  by  incumbent  snow. 

Pictures  of  winter  scenery  are  nearly  as  common  as 
moonlights,  and  are  usually  executed  by  the  same  oi-der 
of  artists,  that  is  to  say,  the  most  incapable :  it  bein^ 
remarkably  easy  to  represent  the  moon  as  a  white  wafer 
on  a  black  ground,  or  to  scratch  out  white  branches  on  a 
cloudy  sky.  Nevertheless,  among  Flemish  paintings 
several  valuable  represent  at  ions  of  winter  are  to  be 
found,  and  some  clever  pieces  of  effect  among  the  mod- 
erns, as  Hiint's,  for  instflnce,  and  De  IVint's.  But  all 
such  efforts  end  in  effect  aloue,  nor  have  I  ever  in  any 
single  instance  seen  a  snow  xcreaih,  I  do  not  say  thor- 
oughly, but  even  decentl.y,  drawn. 

In  the  range  of  inorganic  natui-e,  I  doubt  if  any  object 
can  be  found  more  perfectly  beautiful  than  a  fresh,  deep 
snowdrift,  seen  under  warm  light.*  Its  cur^'es  are  of 
inconceivable  perfection  and  changefulness,  its  surface 
and  transparency  alike  exquisite,  its  light  and  shade  of 
inexhaustible  variety  and  inimitable  finish,  the  shadows 
sharji,  pale,  and  of  heavenly  color,  the  reflected  lights 
intense  and  multitudinous,  and  mingled  with  the  sweet 
occurrences  of  transmitted  light.  No  mortal  hand  can 
approach  the  majesty  or  loveliness  of  it,  yet  it  is  possi- 
ble by  care  and  skill  at  least  to  suggest  the  pi'ecious- 
ness  of  its  forms  and  intimate  the  nature  of  its  light  and 
■Compare  Part  III.  Bcctioii  L  Chap.  9,  g  5. 
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shade ;  but  this  has  never  been  attempted ;  it  could  not 
be  done  except  by  artists  of  a  rank  exceedingly  high, 
and  there  is  something  about  the  feeling  of  snow  in  or- 
dinary scenery  which  such  men  do  not  like.  But  when 
the  same  qualities  are  exhibited  on  a  magnificent  Alpine 
scale  and  in  a  position  where  they  interfere  with  no  feel- 
ing of  life,  I  see  not  why  they  should  be  neglected,  as 
they  have  hitherto  been,  unless  that  the  difficulty  of 
reconciling  the  brilliancy  of  snow  with  a  picturesque 
light  and  shade,  is  so  great  that  most  good  artists  dis- 
guise or  avoid  the  greater  part  of  upper  Alpine  scenery, 
and  hint  at  the  glacier  so  slightly,  that  they  do  not  feel 
the  necessity  of  careful  study  of  its  forms.  Habits  of 
exaggeration  increase  the  evil:  I  have  seen  a  sketch 
from  nature,  by  one  of  the  most  able  of  our  landscape 
painters,  in  which  a  cloud  has  been  mistaken  for  a 
snowy  summit,  and  the  hint  thus  taken  exaggerated,  as 
was  likely,  into  an  enormous  mass  of  impossible  height, 
and  unintelligent  form,  when  the  mountain  itself,  for 
which  the  cloud  had  been  mistaken,  though  subtending 
an  angle  of  about  eighteen  or  twenty  degrees,  instead  of 
the  fifty  attributed  to  it,  was  of  a  form  so  exquisite  that 
it  might  have  been  a  profitable  lesson  truly  studied  to 
Phidias.  Nothing  but  failure  can  result  from  such  meth- 
ods of  sketching,  nor  have  T  ever  seen  a  single  instance 
of  an  earnest  study  of  snowy  mountains  by  any  one. 
Hence,  wherever  they  ai'e  introduced,  their  drawing  is 
utterly  unintelligent,  the  forms  being  those  of  white 
rocks,  or  of  rocks  lightly  powdered  with  snow,  showing 
sufficiently  that  not  only  the  painters  have  never  studied 
the  mountain  carefully  from  below,  but  that  they  have 
never  climbed  into  the  snowy  region.  Harding's  ren- 
dering of  the  high  Alj^s  {vide  the  engraving  of  Chamo- 
nix,  and  of  the  Wengem  Alp,  in  the  ilhistrations  to  By 
ron)  is  best ;  but  even  he  shows  no  x)erception  of  the  real 
anatomy.     Stanfield  paints  only  white  rocks  instead  of 
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snow.  Turner  invariably  avoids  the  difficulty,  though 
he  has  shown  himself  capable  of  i^rappling*  with  it  in 
the  ice  of  the  Liber  Studiorum,  (Mer  de  Glace,)  which  is 
very  cold  and  slippery  and  very  like  ice;  but  of  the 
crusts  and  wreaths  of  the  higher  snow  he  has  taken  no 
cognizance.  Even  the  vignettes  to  Rogers's  Poems  fail 
in  this  respect.  It  would  be  vain  to  attempt  in  this 
place  to  give  any  detailed  account  of  the  phenomena  of 
the  upper  snows ;  but  it  may  be  well  to  note  those  gen- 
eral principles  which  every  artist  ought  to  keep  in  mind 
when  he  has  to  paint  an  Alp. 

Snow  is  modified  by  the  under  forms  of  the  hill  in 
some  sort,  as  dress  is  by  the  anatomy  of  the  human 

frame.  And  as  no  dress  can  be  well  laid 
prindpies  of  its    on  without  couceiving  the  body  beneath, 

zorms  on  the  Alps.  .  .  .        ^  i  • .  i 

SO  no  Alp  can  be  drawn  unless  its  under 
form  is  conceived  first,  and  its  snow  laid  on  afterwards. 

Every  high  Alp  has  *ba  much  snow  upon  it  as  it  can 
hold  or  carry.  It  is  not,  observe,  a  mere  coating  of  snow 
of  given  depth  throughout,  but  it  is  snow  loaded  on  until 
the  rocks  can  hold  no  more.  The  surplus  does  not  fall  in 
the  winter,  because,  fastened  by  continual  frost,  the  quan- 
tity of  snow  which  an  Alp  can  carry  is  greater  than  each 
single  winter  can  bestow ;  it  falls  in  the  first  mild  days 
of  spring  in  enormous  avalanches.  Afterwards  the  melt- 
ing continues,  gradually  removing  from  all  the  steep 
rocks  the  small  quantity  of  snow  which  was  all  they 
could  hold,  and  leaving  them  black  and  bare  among  the 
accumulated  fields  of  unknown  depth,  which  occupy  the 
capacious  valleys  and  less  inclined  superficies  of  the 
mountain 

Hen(;e  it  follows  that  the  deepest  snow  does  not  take 
nor  indicate  the  actual  forms  of  the  rocks  on  which  it 
lies,  but  it  hangs  from  peak  to  peak  in  unbroken  and 
sweeping  festoons,  or  covers  whole  groups  of  peaks, 
which  afford  it  sufficient  hold,  with  vast  and  unbroken 
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domes ;  these  festoons  and  domes  being*  guided  in  their 
curves,  and  modified  in  size,  by  the  violence  and  preva- 
lent direction  of  the  winter  winds. 

We  have,  therefore,  every  variety  of  indication  of  the 
under  mountain  form ;  first,  the  mere  coating,  which  is 
soon  to  be  withdrawn,  and  which  shows  as  a  mere  sprink- 
ling or  powdering  after  a  storm  on  the  higher  i^eaks ; 
then  the  shallow  incrustation  on  the  steep  sides  glazed 
by  the  running  doi;^Ti  of  its  frequent  meltings,  frozen 
again  in  the  night ;  then  the  deep  snow  more  or  less 
cramped  or  modified  by  sudden  eminences  of  emergent 
rock,  or  hanging  in  fractured  festoons  and  huge  blue 
irregnlar  cliffs  on  the  mountain  flanks,  and  over  the 
edges  and  summits  of  their  precipices  in  nodding  drifts, 
far  overhanging,  like  a  cornice  (perilous  things  to  ap- 
proach the  edge  of  from  above  ;)  finally,  the  pure  accu- 
mulation of  overwhelming  depth,  smooth,  sweeping,  and 
almost  cleftless,  and  modified  only  by  its  lines  of  drift- 
ing. Countless  phenomena  of  exquisite  beauty  belong 
to  each  of  these  conditions,  not  to  speak  of  the  transi- 
tion of  the  snow  into  ice  at  lower  levels ;  but  all  on 
which  I  shall  at  present  insist  is  that  the  artist  should 
not  think  of  his  Alp  merely  as  a  white  mountain,  but 
conceive  it  as  a  group  of  peaks  loaded  with  an  accumu- 
lation of  snow,  and  that  (^specially  he  should  avail  him- 
self of  the  exquisite  curvatures,  never  failin^jf,  by  wliii-li 
the  snow  unites  and  opposes  the  harsh  and  brokc^n  lines 
of  the  rock.  I  shall  enter  into  farther  detail  on  this  sub- 
ject hereafter;  at  present  it  is  useless  to  do  so,  as  I  havt^ 
no  examples  to  refer  to,  either  in  ancient  or  modem  art. 
No  statement  of  these  facts  has  hitherto  been  nia(l(», 
nor  any  evidence  given  even  of  their  observation,  exc(*i)t 
by  the  most  inferior  painters.* 

*  I  hear  of  some  study  of  Alpine  scenery  among  the  professors  at 
Geneva  ;  but  all  foreign  landscaj)e  that  I  have  ever  met  with  has  been 
so  utterly  ignorant  that  I  hope  for  nothing  except  from  our  own  painters. 
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Various  works  in  green  and  white  appear  from  time  to 
time  on  the  walls  of  the  Academy,  like  the  Alps  indeed, 

but  so  frightfully  like,  that  we  shudder 
paintings  of  Swit-    and  sicken  at  the  sight  of  them,  as  we  do 

serland.     Its  real         •■  ii»*ii  •ji* 

Bpirit  has  scarcely  when  OUT  best  fneud  shows  US  mto  his 
jet  caug  t.  dining-room,  to  see  a  portrait  of  himself, 
which  "everybody  thinks  very  like."  We  should  be 
glad  to  see  fewer  of  these,  for  Switzerland  is  quite  be- 
yond the  power  of  any  but  first-rate  men,  and  is  exceed- 
ingly bad  practice  for  a  rising  artist ;  but,  let  us  express 
a  hope  that  Alpine  scenery  will  not  continue  to  be  neg- 
lected as  it  has  been,  by  those  who  alone  are  capable  of 
treating  it.  We  love  Italy,  but  we  have  had  rather  a  sur- 
feit of  it  lately ; — too  many  peaked  caps  and  flat-headed 
pines.  We  should  be  very  grateful  to  Harding  and 
Stanfield  if  they  would  refresh  us  a  little  among  the 
snow,  and  give  us,  what  we  believe  them  to  be  capable  of 
giving  us,  a  faithful  expression  of  Alpine  ideal.  We  are 
well  aware  of  the  pain  inflicted  on  an  artist's  mind  by 
the  preponderance  of  black,  and  white,  and  green,  over 
more  available  colors ;  but  there  is  nevertheless  in  gen- 
eric Alpine  scenery,  a  foimtain  of  feeling  yet  unopened 
— a  chord  of  harmony  y^et  untouched  by  art.  It  will  be 
struck  by  the  first  man  who  can  separate  what  is  national, 
in  Switzerland,  from  what  is  ideal.  We  do  not  want  cha- 
lets and  three-legged  stools,  cow-bells  and  buttermilk. 
We  want  the  pure  and  holy  hills,  treated  as  a  link  be- 
tween heaven  and  earth. 


CHAPTEE  m. 
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We  have  next  to  investigate  the  character  of  those  in- 
termediate masses  which  constitute  the  greater  part  of 
all  hill  scenery,  forming  the  outworks  of  the  high  ranges, 
and  being  almost  the  sole  constituents  of  §  i.  The  inferior 
such  lower  groups  as  those  of  Cumberland,  SJ|JSS«S  rr  o*m 
Scotland,  or  South  Italy.  g  T^^id^'iSS 

All  mountains  whatever,  not  composed  ^^• 
of  the  granite  or  gneiss  rocks  described  in  the  preceding 
chapter,  nor  volcanic,  (these  latter  being  comparatively 
rare,)  are  composed  of  beds,  not  of  homogeneous,  heaped 
materials,  but  of  accumulated  layers,  whether  of  rock  or 
soil.  It  may  be  slate,  sandstone,  limestone,  gravel,  or 
clay ;  but  whatever  the  substance,  it  is  laid  in  layers,  not 
in  a  mass.  These  layers  are  scarcely  ever  horizontal,  and 
may  slope  to  any  degree,  often  occurring  vertical,  the 
boldness  of  the  hill  outline  commonly  depending  in  a 
great  degree  on  their  inclination.  In  consequence  of  this 
division  into  beds,  every  mountain  will  have  two  great 
sets  of  lines  more  or  less  prevailing  in  its  contours — one 
indicative  of  the  surfaces  of  the  beds,  where  they  come 
out  from  under  each  other — and  the  other  indicative  of 
the  extremities  or  edges  of  the  beds,  where  their  conti- 
nuity has  been  interrupted.  And  these  two  great  sets  of 
lines  will  commonly  be  at  right  angles  with  each  other, 
or  nearly  so.  If  the  surface  of  the  bed  approach  the  ho- 
rizontal line,  its  termination  will  approach  the  vertical, 
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and  this  is  the  most  usual  and  ordinary  way  in  which  a 
precipice  is  produced. 

Farther,  in  almost  all  rocks  there  is  a  third  diTision  of 
substance,  which  gives  to  their  beds  a  tendency  to  split 
transversely  in  some  directions  rather  than 
Ion  of  these  beds  otuers,  giviug  nse  to  what  geologists  call 
"joints,"  and  throwing  the  whole  rock  into 
blocks  more  or  less  rhomboidal ;  so  that  the  beds  are  not 
terminated  by  torn  or  ragged  edges,  but  by  faces  com- 
paratively smooth  and  even,  usually  inclined  to  each 
other  at  some  detinite  angle.  Tlie  whole  arrangement 
may  be  tolerably  represented  by  the  biicks  of  a  wall, 
whose  tiers  may  be  considered  as  strata,  and  whose  sides 
and  extremities  will  represent  the  joints  by  which  those 
strata  are  divided,  varying,  however,  their  direction  in 
different  rocks,  and  in  the  same  rock  under  differing  cir- 
cumstances. 

Finally,  in  the  slates,  graiiwackeB,  and  some  calcareous 
beds,  in  the  greater  number,  indeed,  of  mounfain  rocks, 
IB.  ABdhjUnee  ^^  ^^^  another  most  conspicuous  feature 
ottaminicioii.  of  general  structure — the  lines  of  lamina- 
tion, which  divide  the  whole  rock  into  an  infinite  nnmlwr 
of  delicate  plates  or  layers,  sometimes  parallel  to  the 
direction  or  "strike"  of  the  strata,  oftener  obliquely 
crossing  it,  and  sometimes,  apparently,  altogether  inde- 
pendent of  it,  maintaining  a  consistent  and  iinvarying 
slope  through  a  series  of  beds  contorted  and  undulating 
in  every  conceivable  direction.  These  lines  of  lamina- 
tion extend  their  iniliience  to  the  smallest  fragment, 
causing  it  (as,  for  example,  common  roofing  slate)  to 
break  smooth  in  one  direction,  and  with  a  ragged  edge 
in  another,  and  marking  the  faces  of  the  beds  and  joints 
with  distinct  and  numberless  lines,  commouly  for  more 
conspicuous  in  a  near  view  than  the  larger  and  more  im- 
portant di^■isions, 

Now,  it  cannot  be  too  carefully  held  in  mind,  in  ex- 
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aminiii^  the  principles  of  mountain  structure,  that  nearly 
all  the  laws  of  nature  with  respect  to  external  form  are 
rather  universal  tendencies,  evidenced  by    ,  ^    .-  .^      . 

,  _,  ,"14.    Variety  and 

a  plurality  of  instances,  than  imperative  JJStJ^derVw  h 
necessities  complied  with  by  all.  For  in-  thej e^ws  are 
stance,  it  may  be  said  to  be  a  universal  law 
with  respect  to  the  boughs  of  all  trees  that  they  incline 
their  extremities  more  to  the  ground  in  proportion  as 
they  are  lower  on  the  trunk,  and  that  the  higher  their 
point  of  insertion  is,  the  more  they  share  in  the  upward 
tendency  of  the  trunk  itself.  But  yet  there  is  not  a  sin- 
gle group  of  boughs  in  any  one  tree  which  does  not 
show  exceptions  to  the  rule,  and  present  boughs  lower 
in  insertion,  and  yet  steeper  in  inclination,  than  their 
neighbors.  Nor  is  this  defect  or  deformity,  but  the  re- 
sult of  the  constant  habit  of  nature  to  carry  variety  into 
her  very  principles,  and  make  the  symmetry  and  beauty 
of  her  laws  the  more  felt  by  the  grace  and  accidentalism 
with  which  they  are  carried  out.  No  one  familiar  with 
foliage  could  doubt  for  an  instant  of  the  necessity  of 
giving  evidence  of  this  downward  tendency  in  the 
boughs ;  but  it  would  be  nearly  as  great  an  offence 
against  truth  to  make  the  law  hold  good  with  every  in- 
dividual branch,  as  not  to  exhil)it  its  influence  on  the 
majority.  Now,  though  the  laws  of  mountain  form  are 
more  rigid  and  constant  than  those  of  vegetation,  they 
are  subject  to  the  same  species  of  exception  in  cjinying 
out.  Though  every  mountain  has  these  great  tendencies 
in  its  lines,  not  one  in  a  thousand  of  those  lines  is  abso- 
lutely consistent  with  and  obedient  to  this  universal 
tendency.  There  are  lines  in  every  direction,  and  of  al- 
most every  kind,  but  the  sum  and  aggregate  of  those 
lines  will  invariably  indicate  the  imircrsnl  force  and  in- 
fluence to  which  they  are  all  subj(»cted;  and  of  these  lines 
there  will,  I  repeat,  be  two  principal  sets  or  classes, 
pretty  nearly  at  right  angles  with   each   other.     When 
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both  are  iucliued,  they  give  rise  to  peaks  or  ridges ; 
when  one  is  nenrly  LorizontiU  Etnd  the  other  vertical,  to 
tablelands  and  precipices. 

This  then  is  the  broad  organization  of  all  hills,  modi- 
fied afterwards  by  time  and  wt;ather,  concealed  by  super- 
incumbent soil  and  vegetation,  and  ramified  into  minor 
and  more  delicate  details  in  a  way  pi-enently  to  be  con- 
sidered, but  nevertheless  imivorsal  in  its  great  first  in- 
fiuence,  and  giving  to  all  mountains  a  particular  cast  and 
inclination ;  like  the  exertion  of  voluntary  power  in  a 
definite  direction,  an  internal  spirit,  manifesting  itsell  in 
every  crag,  and  breathing  in  every  slope,  flinging  and 
forcing  the  mighty  mass  towards  the  heaven  with  an  ex- 
pression and  an  energy  like  that  of  life. 

Now,  as  in  the  case  of  the  stractnro  of  the  central  peaks 
described  above,  so  also  here,  if  I  had  to  give  a  clear  idea 
1 8.  The  perfect  of  this  Organization  of  the  lower  hills, 
them'in' Tn^e^  wberc  it  IB  sGeu  iu  its  greatest  perfection, 
Locb  corteido.  i^ith  a  mere  riew  to  geological  truth,  I 
should  not  refer  to  any  geological  drawings,  but  I  should 
take  the  Loch  Coriskin  of  Turner.  It  has  luckily  been 
admirably  engraved,  and  for  all  purposes  of  reasoning  or 
form,  is  nearly  as  effective  in  the  print  as  in  the  draw- 
ing. Looking  at  any  group  of  the  multitudinous  lines 
which  make  up  this  mass  of  mountain,  they  appear  to  be 
running  anywhere  and  everywhere;  there  are  none  par- 
allel to  each  other,  noue  resembling  ejieh  other  for  a 
moment;  yet  the  whole  mass  is  felt  at  once  to  be  com- 
posed with  the  most  rigid  parallelism,  the  surfaces  of 
the  beds  towards  the  left,  their  edges  or  escar^jments 
towards  the  right.  IJn  the  centre,  near  the  top  of  the 
ridge,  the  edge  of  a  bed  is  beautifully  defined,  casting  its 
shadow  on  the  surface  of  the  one  beneath  it ;  this  shadow 
marking  by  three  jags  the  chasms  caused  in  the  inferior 
one  by  three  of  its  parallel  joints.  Every  peak  in  the 
jice  is  evidently  subject  to  the  SEime  great  influence, 
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and  the  evidence  in  completed  by  the  flatness  and  even- 
ness of  the  steep  surfaces  of  the  beds  which  rise  out  of 
the  lake  on  the  extreme  right,  parallel  with  those  in  the 
centre. 

Turn  to  Glencoe,  in  the  same  series  (the  Dluatrations 
to  Scott).  We  have  in  the  mass  of  mountain  on  the  loft, 
the  most  beautiful  indication  of  vertical  ,  e,  oitneoeuid 
beds  of  a  finely  laminated  rock,  terminated  ""'"■""'f'^ 
by  even  joints  towards  the  precipice!  while  the  whole 
sweep  of  the  landscape,  as  far  as  the  most  distant  peaks, 
is  evidently  governed  by  one  great  and  simjjle  tendency 
upwards  to  the  left,  those  most  distant  peaks  themselves 
lying  over  one  another  in  the  sanie  direction.  In  the 
Daphne  hunting  with  Leucippus,  the  mountains  on  the 
left  descend  in  two  precipices  to  the  plain,  each  of  which 
ia  formed  by  a  vast  escarpment  of  the  beds  whose  upper 
surfaces  are  shown  between  the  two  cUffa,  siuking  with 
an  even  slope  from  the  summit  of  the  lowest  to  the  base 
of  the  highest,  under  which  they  evidently  descend,  being 
eipoaed  in  this  manner  for  a  leiigth  of  five  or  3is  miles. 
The  same  structure  is  shown,  though  with  more  compli- 
cated development,  on  the  left  of  the  Loch  Katrine.  But 
perhaps  the  finest  instance,  or  at  least  the  most  marked 
of  all,  will  Ije  found  in  the  exquisite  Mount  Lebanon, 
with  the  convent  of  St.  Antonio,  engraved  in  Finden's 
Bible.  There  is  not  one  shade  nor  touch  ,  „ 
on  the  rock  which  is  not  indicative  of  the  uib  Mount  Lets- 
lines  of  stratification:  and  every  fracture 
is  marked  with  a  straightforward  simplicity  which  makes 
you  feel  that  the  artist  has  nothing  in  his  heart  but  a 
keen  love  of  the  pure  unmodified  truth ;  there  is  no  efi'ort 
to  disguise  the  repetition  of  forms,  no  apparent  aim  at 
artificial  arrangement  or  scientific  grouping;  the  rocks 
are  laid  one  above  another  with  unhesitating  decision ; 
every  shade  is  understood  in  a  moment,  felt  as  a  dai'k 
side,  or  s  shadow,  or  a  fissure,  and  you  may  step  from  one 
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block  or  bed  to  another  until  yon  raach  the  mountain 
Bummit.  And  yet,  though  there  seema  no  efifort  to  dis- 
guise the  repetition  of  forma,  see  how  it  is  disguised, 
just  as  nature  would  have  done  it,  by  the  perpetual  play 
and  changefulneBB  of  the  very  lines  which  appear  so 
parallel ;  now  bending  a  little  up,  or  down,  or  losing 
themselves,  or  running  into  eacli  other,  the  old  story  over 
and  over  again — infinity.  For  here  is  still  the  great  dis- 
tinction between  Turner's  work  and  that  of  a  common 
artist.  Hundreds  could  have  given  the  parallelism  of 
blocks,  but  none  but  himself  could  have  done  so  without 
the  actual  repetition  of  a  single  line  or  feature. 

Now  compare  with  this  the  second  mountain  from  the 
left  in  the  picture  of  Salvator,  No.  220  in  the  Dulwich 
rod  *^^^^^^y-  ^^  whole  is  first  laid  in  with  a 
^tu  iho  work  or  very  delicate  and  masterly  gray,  right  in 
tone,  agreeable  in  color,  quite  unobjection- 
able for  a  beginning.  But  how  is  this  made  into  rock  i. 
On  the  light  side  Salvator  gives  us  a  multitude  of  touches, 
all  exactly  like  one  another,  and  therefore,  it  is  to  be 
hoped,  quite  patterns  of  perfection  in  rock -(h'a wing,  since 
they  are  too  good  to  be  even  varied.  Every  touch  is  a 
dash  of  the  brush,  as  nearly  as  possible  in  the  shape  of  a 
comma,  round  and  bright  at  the  top,  convex  on  its  right 
side,  concave  on  its  left,  and  melting  off  at  the  bottom 
into  the  gray.  These  are  laid  in  confusion  one  above 
another,  some  paler,  some  brighter,  some  scarcely  dis- 
cernible, but  all  alike  in  shape.  Now,  I  am  not  aware 
myself  of  any  particular  object,  either  in  earth  or  heaven, 
which  these  said  touches  do  at  all  resemble  or  poi-tray. 
I  do  not,  however,  assert  that  they  may  not  resemble 
somethings  feathers,  perhaps ;  but  I  do  say,  and  say  with 
perfect  confidence,  that  they  may  be  Chinese  for  rocks, 
or  Sanscrit  for  rocks,  or  symbolical  of  rocks  in  some 
mysteriouB  and  undeveloped  character ;  but  that  they 
axe  no  more  like  rocks  than  the  brush  that  made  them. 
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The  dark  sides  appear  to  embrace  and  overhang 
lights;  they  cost  no  shadows,  are  broken  by  E 
and  furnish,  as  food  for  contemplation,  nothing  but  a 
series  of  concave  curves. 

Tet  if  we  go  on  to  No.  269,  we  shall  find  something  a 
great  deal  woree.  I  can  believe  Ciaspar  Poussin  capable 
of  committing  as  much  sin  against  nat-_  u.  AndofPons- 
ure  as  most  people ;  but  I  certainly  do  not  '^ 
suspect  him  of  having  had  any  haud  in  this  thing,  at  least 
after  he  was  ten  years  old.  Nevertheless,  it  shows  what 
he  is  supposed  capable  of  by  his  admirers,  and  will  ser^-e 
for  a  broad  illustration  of  all  those  alwurdities  which  he 
himself  in  a  leas  degree,  and  with  feeling  and  thought  to 
atone  for  them,  perpetually  commits.  Take  the  white 
bit  of  rock  on  the  opposite  side  of  the  river,  just  above 
the  right  arm  of  the  Niobe,  and  tell  me  of  what  the 
square  green  daubs  of  the  brush  at  its  base  can  be  con- 
jectured to  be  typical.  Hocks  with  pale-brown  light 
sides,  and  rich  green  dark  sides,  are  a  phenomenon  per- 
haps occurring  in  some  of  the  improved  passages  of  nature 
among  our  Cumberland  lakes ;  where  I  remember  once 
having  seen  a  bed  of  roses,  of  pectiliar  magnificence,  taste- 
fully and  artistically  assisted  in  effect  by  the  rocks  above 
it  being  painted  pink  to  match ;  but  I  do  not  think  that 
they  ore  a  kind  of  thing  which  the  clumsiness  and  false 
taste  of  natiu-e  can  be  supposed  frequently  to  produce; 
even  granting  that  these  same  sweeps  of  the  bmsh  could, 
by  any  exercise  of  the  imagination,  be  conceived  repre- 
sentative of  a  dark,  or  any  other  side,  which  is  far  more 
than  I  am  inclined  to  grant;  seeing  that  there  is  no  cast 
shatlow,  no  appearance  of  i-eflected  light,  of  substance,  or 
of  character  on  the  edge ;  nothing,  in  short,  but  pure, 
staring  green  paint,  scratched  heavily  on  a  whit©  ground. 
Nor  is  there  a  touch  in  the  picture  more  expressive.  All 
are  the  mere  dragging  of  the  brush  here  and  there  and 
everywhere,  without  meaning  or  intention ;    winding, 
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twisting,  zigzagging,  doing  anything  in  fact  which  may 
serve  to  break  up  the  light  and  destroy  its  breadth,  with- 
out bestowing  in  return  one  hint  or  shadow  of  auythiug 
like  form.  This  picture  is,  indeed,  an  exti-aordiuaiy  case, 
but  the  Salvator  above  mentioned  is  a  characteriatic  and 
exceedingly  favorable  example  of  the  usual  mode  of 
mountain  drawing  among  the  old  landscaiie  painters.* 
Their  admirers  may  be  challenged  to  bi-ing  forward  a 
single  instance  of  their  expressing,  or  even  appearing  to 
have  noted,  the  great  laws  of  structure  above  explained. 
Their  hills  are,  without  exception,  irregular  earthy  heaps, 
without  energy  or  direction  of  any  kind,  marked  with 
shapeless  shadows  and  meaningless  lines ;  sometimes, 
indeed,  where  great  sublimity  has  been  aimed  at,  apjjrox- 
imating  to  the  pure  and  exalted  ideal  of  i-ocka,  which,  in 
the  most  artistical  specimens  of  China  cups  and  plates, 
we  see  suspended  from  aerial  pagodas,  or  balanced  upon 
peacocks'  tails,  but  never  warranting  even  the  wildest 
theorist  in  the  conjecture  that  their  perijetrators  had 
ever  seen  a  mountain  in  their  lives.  Let  us,  however, 
look  farther  into  the  modifications  of  character  by  which 
nature  conceals  the  regularity  of  her  first  plan ;  for 
although  all  mountains  are  organized  as  we  have  seen, 
their  organization  is  alwaj's  modified,  and  often  neai'ly 
concealed,  by  changes  wTOUght  upon  them  by  external 
influence. 

We  ought,  when  speaking  of  their  stratification,  to 
have  noticed  another  great  law,  which  must,  however,  be 
^serui  or    understood  with  greater  latitude  of  appli- 
cation than  any  of  the  others,  as  very  far 
from  imperative  or  constant  in  particular 

•  I  have  above  exhausleJ  nil  terras  of  vituperation,  snil  probably 
disgusled  tbe  rcaiitr  :  and  yet  1  Iiovc  not  spoken  wltli  enough  severity: 
I  know  not  any  (erms  of  blame  that  are  bitter  cncugb  to  chastise 
justly  the  mouatain  A  rawicga  of  Salvator  lu  the  pictures  of  the  Filtl 
Palace. 
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cases,  thougrh  universal  in  its  influence  on  the  ag^ire^ate 
of  all.  It  is  that  the  lines  by  which  ixjcks  ore  terminated, 
are  always  steeper  and  more  inclined  to  the  vertical  as 
we  approach  the  summit  of  the  mountain.  Thousands 
of  cases  are  to  be  found  in  every  group,  of  rocks  and 
lines  horizontal  at  the  top  of  the  mountain  and  vertical 
at  the  bottom;  but  they  ai-o  still  the  osceptiona,  and  the 
average  oat  of  a  given  number  of  lines  in  any  rock  forma- 
tion whatsoever,  will  be  found  increasing  in  perpendicu- 
larity as  they  rise.  Consequently  the  great  skeleton 
lines  of  rock  outline  are  always  concave ;  that  is  to  say, 
all  distant  ranges  of  rocky  mountain  approximate  more 
or  less  to  a  series  of  concave  cnrves,  meeting  in  jjeakBi 
like  a  range  of  posts  with  chains  hanging  between.  I 
do  not  say  that  convex  forms  will  not  perpetually  occur, 
but  that  the  tendency  of  the  majority  will  always  be  to 
assume  the  form  of  sweeping,  curved  valleys,  with  angu- 
lar peaks;  not  of  rounded  convex  summits,  with  angular 
valleys.  This  structure  is  admirably  exemplified  iu  the 
second  vignette  iu  Eogera's  Italy,  and  iu  Piacenza. 

But  although  this  is  the  primary  form  of  all  hills,  and 
that  which  will  always  cut  against  the  sky  in  every  dis- 
tant range,  there  are  two  great  influences  ,  j^  ^^  ^ 
whose  tendency  is  directly  the  reverse,  aud  b?"»SSonB"«2 
which  modify,  to  a  great  degree,  both  the  """■ 
evidences  of  stratification  and  this  external  form.  These 
are  aqueous  erosion  and  disintegration.  The  latter  only 
is  to  be  taken  into  consideration  when  we  have  to  do  with 
minor  features  of  crags ;  but  the  former  is  a  force  in  con- 
stant action — of  the  very  utmost  importance— a  force  to 
which  one-half  of  the  great  outlines  of  all  mountaiuB  is 
entirely  owing,  and  which  has  much  influence  upon  every 
one  of  their  details. 

Now  the  tendency  of  aqueous  action  over  a  large  ele- 
vated surface  is  alwai/s  to  make  that  surface  symmetri- 
cally and  evenly  convex  aud  dome-like,  sloping  gradually 
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more  and  more  as  it  descends,  until  it  reaches  an  inclina- 
tion of  about  40°,  at  -whicli  slope  it  will  descend  perfectly- 
straight  to  the  valley ;  for  at  that  slope  the  soil  washed 
from  above  will  accumulate  upon  the  hillside,  as  it  can- 
not lie  iu  steeper  beds.  This  intiuence,  then,  is  exercised 
more  or  less  on  all  mountains,  with  greater  or  less  effect 
in  proportion  as  the  rock  is  harder  or  softer,  more  or  leas 
liable  to  decomposition,  more  or  less  recent  in  date  of 
elevation,  and  more  or  less  characteristic  in  its  original 
forms ;  but  it  universally  induces,  in  the  lower  parts  of 
mountains,  a  series  of  the  most  exquisitely  symmetrical 
convex  curves,  teiminating,  as  they  descend  to  the  valley, 
iu  uniform  and  uninterrupted  slopes  -,  this  symmetrical 
structure  being  periietually  interrupted  by  cliffs  and  pro- 
jecting masses,  which  give  evidence  of  the  interior  paral- 
lelism of  the  mountain  anatomy,  but  which  inten-upt  the 
convex  forms  more  frequently  by  rising  out  of  them,  than 
by  indentation. 

There  remains  but  one  fact  more  to  be  noticed,  AH 
mountains,  in  gome  degree,  but  especially  those  which 
are  composed  of  soft  or  decomposing  sub- 
eiFeM o( uk action  stance,  oTo  delicotely  and  aj-mmetrically 
furrowed  by  the  descent  of  streams.  The 
traces  of  their  action  commence  at  the  very  summits, 
fine  as  threads,  and  multitudinous,  like  the  uppermost 
branches  of  a  delicate  tree.  They  tiuite  in  groups  as 
they  descend,  concentrating  gradually  into  dark  undulat- 
ing ravines,  into  which  the  body  of  the  mountain  descends 
on  each  side,  at  first  in  a  convex  curve,  but  at  the  bottom 
with  the  same  uniform  slope  on  each  side  which  it 
assumes  in  its  final  descent  to  the  plain,  unless  the  rock 
be  very  hard,  when  the  stream  will  cut  itself  a  vertical 
chasm  at  the  bottom  of  the  curves,  and  there  will  be  no 
even  slope.*    If,  on  the  other  hand,  the  rock  be  very  soft, 

•  Some  lerriflc  culsnnii  clinsms  oftbis  kind  occur  on  the  north  side 
of  tlie  Vulais,  from  Sion  to  Bricy.    The  torrent  from  the  great  AJelsch 
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the  slopes  wiU  increase  rapidly  in  height  and  depth  from 
day  to  day ;  washed  away  at  the  bottom  and  crumbling 
at  the  top,  until,  by  their  reaching  the  summit  of  the 
masses  of  rock  which  separate  the  active  torrents,  the 
whole  mountain  is  divided  into  a  series  of  penthouse-like 
ridges,  all  guiding  to  its  summit,  and  becoming  steeper 
and  narrower  as  they  ascend ;  these  in  their  turn  being 
divided  by  similar,  but  smaller  ravines — caused  in  the 
same  manner — into  the  same  kind  of  ridges ;  and  these 
again  by  another  series,  the  arrangement  being  carried 
finer  and  farther  according  to  the  softness  of  the  rock. 
The  south  side  of  Saddleback,  in  Cumberland,  is  a  char- 
acteristic example ;  and  the  Montague  du  Tacondy,  in 
Chamonix,  a  noble  instance  of  one  of  these  ridges  or 
buttresses,  with  all  its  subdivisions,  on  a  colossal  scale. 

Now  we  wish  to  draw  especial  attention  to  the  broad 
and  bold  simplicity  of  mass,  and  the  excessive  com- 
plication of  details,  which  influences  like  g  m.  The  exceed- 
these,  acting  on  an  enormous  scale,  must  Sonton?ciSSby 
inevitably  produce  in  all  moimtain  groups ;  "*®**  influences, 
because  each  individual  part  and  promontory,  being  com- 
pelled to  assume  the  same  symmetrical  curs^es  as  its 
neighbors,  and  to  descend  at  ])recisely  the  same  slope  to 
the  valley,  falls  in  with  their  prevailing  lines,  and  be- 
comes a  part  of  a  great  and  harmonious  wlioh?,  instead 
of  an  unconnected  and  discordant  individual.  It  is  true 
that  each  of  these  members  has  its  own  touches  of  speci- 
fic character,  its  own  projecting  crags  and  i^eculiar  lu^l- 
lows ;  but  by  far  the  greater  portion  of  its  lines  will  be 
such  as  unite  with,  though  they  do  not  repeat,  those  of 
its  neighbors,  and  carry  out  the  evidence  of  one  grc^at 
influence  and  spirit  to  the  limits  of  the  scene.  This 
effort  is  farther  aided  by  the  original  unity  and  connec- 
tion of  the  rocks  themselves,  which,  though  it  often  may 

glacier  descends  through  one  of  them.     Elsewhere  chasms  may  be 
found  as  narrow,  but  few  so  narrow  and  deep. 
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be  violently  interrupted,  is  never  without  evidence  of 
existence ;  for  the  very  interruptioo  itself  forces  the  eye 
to  feel  that  there  is  something  to  be  intemipted,  a  sym- 
pathy and  similarity  of  lines  and  fractures,  which,  how- 
ever full  of  voiiety  and  change  of  direction,  never  lose 
I  1*.  And  maiti-  ^^^  appearance  of  symmetry  of  one  kind  or 
piicitTirf  (Bstiire.  another.  But,  on  the  other  hand,  it  is  to 
be  remembered  that  these  great  sympathizing  masses 
are  not  one  mountain,  but  a  thousand  mountains ;  that 
they  are  originally  composed  of  a  multitude  of  separate 
eminences,  hewn  and  obiselletl  indeed  into  associating 
form,  but  each  retaining  still  its  marked  points  and 
features  of  character,  —  that  each  of  these  individual 
members  has,  by  the  very  process  which  assimilated  it 
to  the  rest,  been  divided  and  subdivided  into  equally 
multitiiiliuous  groups  of  minor  mountains ;  finally,  that 
the  whole  complicated  system  is  intemipted  forever  and 
ever  by  daring  manifestations  of  the  inward  mountain 
will— by  the  precipice  which  has  submitted  to  no  modu- 
lation of  the  torront,  and  the  p^ab  which  has  bowed 
itself  to  no  terror  of  the  storm.  Hence  we  se-e  that  the 
same  imperative  laws  which  require  perfect  simplicity 
of  mass,  require  infinite  and  termless  complication  of 
detail,— that  there  will  not  be  an  inch  nor  a  hairbreadth 
of  the  gigantic  heap  which  has  not  its  touch  of  separate 
character,  its  own  peculiar  curve,  stealing  out  for  an 
instant  and  then  melting  into  the  common  line ;  felt  for 
a  moment  by  the  bine  mist  of  the  hollow  beyond,  then 
lost  when  it  crosses  the  enlightened  slope, — that  all  this 
multiplicity  will  be  grouped  into  larger  divisions,  each 
felt  by  their  increasing  aerial  perspective,  and  their 
instants  of  individual  form,  these  into  larger,  and 
these  into  larger  still,  until  all  are  merged  in  the 
great  impression  and  prevailing  energy  of  the  two  or 
three  vast  dynasties  which  divide  the  kingdom  of  the 


I.  The   BdelitT 


There  is  no  vestige  nor  shadow  of  approach  to  such 
treatment  as  this  in  the  whole  compass  ol  ancient  art. 
TNTioever  the  master,  his  hills,  wherever  he 
has  attempted  them,  have  not  the  slig'hteat  ntu.-iecivd  in  iZ 
trace  of  association  or  connection ;  they 
are  separate,  conflicting,  confused,  petty  and  paltry  heaps 
of  earth ;  there  is  no  marking  of  distances  or  divisions  in 
their  body;  they  may  have  holes  in  them,  but  no  valleys, 
^protuberances  and  excrescences,  but  no  parts }  and  in 
consequence  are  invariably  diminutive  and  contemptible 
in  their  whole  appearance  and  impression. 

But  look  at  the  mass  of  mountain  on  the  right  in 
Turner's  Daphne  hunting  witli  Leucippua.  It  is  simple, 
broad,  and  united  as  one  sur^e  of  a  swell- 
ing'sea;  it  rises  in  an  unbroken  line  along 
the  valley,  and  lifts  its  promontories  witli  "i  lencipptu. 
an  equal  slope.  But  it  contains  in  its  body  ton  thousand 
hills.  There  is  not  a  quarter  of  an  inch  of  its  surface 
without  its  suggestion  of  increasing  distance  and  inili- 
vidunl  form.  First,  on  the  right,  you  have  a  range  of 
tower-like  precipices,  the  clinging  wood  climbing  along 
their  ledges  and  cresting  their  summits,  white  waterfalls 
gleaming  through  its  leaves ;  not,  as  in  Claude's  scien- 
tific ideals,  poured  in  vast  torrents  over  the  top,  and  care- 
fully keeping  all  the  way  down  on  the  most  projecting 
parts  of  the  sides ;  but  stealing  down,  traced  from  point 
to  point,  through  shadow  after  shadow,  by  their  evanes- 
cent foam  and  flashing  light,— here  a  wreath,  and  there 
a  ray, ^through  the  deep  chasms  and  hollow  ravines,  out 
of  which  rise  the  soft  rounded  slopes  of  mightier  moun- 
tain, surge  beyond  surge,  immense  and  numberless,  of 
delicate  and  gradual  curve,  accumulating  in  the  sky  un- 
til their  garment  of  forest  is  exchanged  for  the  shadowy 
fold  of  slumbrous  morning  cloud,  above  whicli  the  utmost 
silver  peak  shines  islanded  and  alone.  Put  what  moun- 
tain painting  you  will  beside  this,  of  any  other  artist,  and 
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its  heights  w-il]  look  like  mole-hills  i 


I  comparison,  be- 
cause it  will  not  have  the  unity  nor  the  multiplicity  which 
are  in  nature,  and  with  Turner,  the  signs  of  size. 

Again,  in  the  Avalanche  and  Inundation,  we  have  for 
the  whole  subject  nothing  but  one  vast  bank  of  united 
moimtain.  and  one  stretch  of  uninten-iipt- 
AT^i^uidia-  ed  valley.  Though  the  bank  is  broken  in- 
to promontory  beyond  promontoiy,  peak 
above  peak,  each  the  abode  of  a  new  tempest,  the  arbiter 
of  a  separate  desolation,  divided  from  each  other  by  the 
rushing  of  the  snow,  by  the  motion  of  the  storm,  by  the 
thunder  of  the  toirent ;  the  mighty  unison  of  their  dark 
and  lofty  line,  the  brotherhood  of  ages,  is  preserved  un- 
broken ;  and  the  broad  valley  at  their  feet,  though  meas- 
ured league  after  league  away  by  a  thousand  passages  of 
sun  and  darkness,  and  marked  with  fate  beyond  fate  of 
liamlet  and  of  inhabitant,  lies  yet  but  as  a  straight  and 
narrow  channel,  a  filling  furrow  before  the  flood.  ^Vllose 
work  will  you  compare  with  this  %  Salvator'a  gray  heaps 
of  earth,  seven  yoids  high,  covered  with  bnuchy  bram- 
bles, that  we  may  be  under  no  mistake  about  the  size, 
thrown  about  at  random  in  a  little  plain,  beside  a  zig- 
zagging river,  just  wide  enough  to  admit  of  the  pos- 
sibility of  there  being  fish  in  it,  and  with  banks  just 
broad  enough  to  allow  the  respectable  angler  or  hermit 
to  sit  upon  them  conveniently  in  the  foreground?  Is 
there  more  of  nature  in  sueh  paltriness,  think  you,  than 
in  the  valley  and  the  mountain  which  bend  to  each 
other  like  the  trough  of  the  sea ;  with  the  flank  of  the 
one  swept  in  one  surge  into  the  height  of  heaven,  uutil 
the  pine  forests  lie  on  its  immensity  like  the  shadows  of 
narrow  clouds,  and  the  hollow  of  the  other  laid  league 
by  league  into  the  blue  of  the  air,  until  its  white  villages 
flash  in  the  distance  only  like  the  fall  of  a  simbeam  ? 

But  let  us  examine  by  what  management  of  the  details 
themselves  this  wholeness  and  vastness  of  effect  are 
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giveii.  We  have  just  seen  (§  11)  tliat  it  is  imposaible  for 
the  slope  of  a  mouataiii,  not  actually  a  preuipice  of  rock, 
to  exceed  35°  or  40°,  and  that  by  far  the 
greater  part  of  all  hill-aurface  ia  composed 
of  {^aceful  corves  of  much  less  degree  thou  BiopworhiBtipro- 
this,  reaching  40°  only  as  their  ultimate 
and  utmost  inclination.  It  must  be  farther  observed 
that  the  intemiptioiis  to  such  curves,  by  precipices  or 
steps,  are  always  small  in  proportion  to  the  slopes  them- 
selves. Precipices  rising  vertically  more  than  100  feet 
are  vary  rare  among  the  secondary  hills  of  which  we  are 
speaking.  I  am  not  aware  of  any  cliff  in  England  or 
AVales  where  a  plumb-line  can  awing  clear  for  200  feet ; 
and  even  although  sometimes,  with  intervals,  breaks, 
and  steps,  we  get  perhaps  800  feet  of  a  slope  of  60°  or 
70°,  yet  not  only  are  these  cases  very  rare,  but  even 
these  have  little  influence  on  the  great  contours  of  a 
mountain  4,000  or  5,000  feet  in  eleTation,  being  commonly 
balanced  by  intervals  of  ascent  not  exceeding  6°  or  8°. 
Tlie  result  of  which  is,  first,  that  the  peaks  and  preci- 
pices of  a  mountain  appear  as  Little  more  than  jags  or 
steps  emerging  from  its  great  c^^^'e^ ;  and,  secondly, 
that  the  bases  of  all  hills  are  enormously  extensive  as 
compared  with  their  elevation,  so  that  thero  must  be  al- 
ways a  horizontal  distance  between  the  observer  and  the 
summit  five  or  six  times  exceeding  the  perpendicular 


Now  it  is  evident,  that  whatever  the  actual  angle  of 
elevation  of  the  mountain  may  be,  every  exhibition  of 
this  horizontal  distance  between  us  and       .    .  , 

,,  ,,    .  IT,-  ,       ■,       1-1,        •  !•■    And  coin«- 

the  summit  is  an  addition  to  its  height,    loeot  exiJrc»ion 

,      ■■      .  ■  T-,        of  horimmUil  dl». 

and  of  course  to  its  impressiveness ;  while    wncu  \a  uieir«»- 
every  endeavor  to   exhibit  its    slope    as 
steep  and  sudden,  is  diminution  at  once  of  its  distanco 
and  elevation.     In  consequence  nature  is  constantly  en- 
deavoring to  impress  upon  us  this  horizontal  distance. 
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which,  even  in  spite  of  all  her  means  of  manifesting  it, 
we  are  apt  to  forget  or  underestimate ;  and  all  her  noblest 
effects  depend  on  the  full  measurement  and  feelinfj  of  it. 
And  it  is  to  the  abundant  and  marvellous  expression  of 
it  by  Turner,  that  I  would  direct  especial  attention,  as  be- 
ing that  which  is  in  itself  demonstrative  of  the  highest 
knowledge  and  power — knowledge,  in  the  constant  use 
of  lines  of  subdued  slope  in  preference  to  steep  or  vio- 
lent ascents,  and  in  the  perfect  subjection  of  all  such 
features,  when  they  necessarily  occur,  to  the  larger 
maSBes ;  and  power,  in  the  inimitable  statements  of  re- 
tiring space  by  mere  painting  of  surface  details,  without 
the  aid  of  crossing  shadows,  divided  forms,  or  any  other 
artifice. 

The  Caudebec,  in  the  Rivers  of  France,  is  a  fine  in- 
stance of  almost  every  fact  which  we  have  been  pointing 
out.  We  have  in  it,  first,  the  clear  expres- 
mpii't  ot  all  ihoH  siou  of  what  tates  place  constantly  among 
Korka  ot  Tnraer,  hills,— that  the  Tiver,  as  it  passes  through 
the  valley,  will  fall  backwards  and  for- 
wards from  side  to  side,  lying  first,  if  I  may  so  speak, 
with  all  its  weight  against  the  hills  on  the  one  side,  and 
then  against  those  on  the  other ;  so  that,  as  here  it  is  ex- 
quisitely told,  in  each  of  its  circular  sweeps  the  whole 
force  of  its  current  is  brought  deep  and  close  to  the 
bases  of  the  hiUs,  while  the  water  on  the  side  next  the 
plain  is  shallow,  deepening  gradually.  In  consequence 
of  this,  the  hills  are  cut  away  at  their  bases  by  the 
current,  bo  that  their  slopes  are  interrupted  by  preci- 
pices mouldering  to  the  water.  Observe  first,  how 
nobly  Turner  has  given  us  the  perfect  unity  of  the  whole 
mass  of  hill,  making  us  understand  that  every  ravine  in  it 
has  been  cut  gradually  by  streams.  The  first  eminence, 
beyond  the  city,  is  not  disjointed  from,  or  independent 
of,  the  one  succeeding,  but  evidently  part  of  the  same 
whole,  originally  united,  separated  only  by  the  action  of 
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the  stream  between.  The  association  of  the  second  and 
third  is  still  more  clearly  told,  for  we  see  that  there  has 
been  a  little  longitudinal  valley  running*  along  the  brow 
of  their  former  united  mass,  which,  after  the  ravine 
had  been  cut  between,  formed  the  two  jags  which 
Turner  has  given  us  at  the  same  point  in  each  of  their 
curves.  This  great  triple  group  has,  however,  been  ori- 
ginally distinct  from  those  beyond  it ;  for  we  see  that 
these  latter  are  only  the  termination  of  the  enormous 
even  slope,  which  appears  again  on  the  extreme  right, 
having  been  interrupted  by  the  rise  of  the  near  hills. 
Observe  how  the  descent  of  the  whole  series  is  kept 
gentle  and  subdued,  never  suffered  to  become  steep 
except  where  it  has  been  cut  away  by  the  river,  the  sud- 
den precipice  caused  by  which  is  exquisitely  marked 
in  the  last  two  promontories,  where  they  are  defined 
against  the  bright  horizon;  and,  finally,  observe  how,  in 
the  ascent  of  the  nearest  eminence  beyond  the  city, 
without  one  cast  shadow  or  any  division  of  distances, 
every  yard  of  surface  is  felt  to  be  retiring  by  the  mere 
painting  of  its  details, — how  we  are  permitted  to  walk 
up  it,  and  along  its  top,  and  are  earned,  before  we  are 
half  way  up,  a  league  or  two  forward  into  the  picture. 
The  difficulty  of  doing  this,  however,  can  scarcely  be 
appreciated  except  by  an  ariist. 

I  do  not  mean  to  assert  that  this  great  painter  is  ac- 
quainted with  the  geological  laws  and  facts  he  has  thus 
illustrated ;  I  am  not  aware  whether  he  be 

.      T  ,  .111  i      1       .         *  *!•    Tlie  upe  of 

or  not ;  I  merely  wish  to  demonstrate,  in    considering  geo- 

.  ^      .      .  .     ,  .  ,  logical  truths, 

points  admitting  of  demonstration,  that 
intense  observation  of,  and  strict  adherence  to  truth, 
which  it  is  impossible  to  demonstrate  in  its  less  tangible 
and  more  delicate  manifestations.  However  I  may  ftcl 
the  truth  of  every  touch  and  line,  I  cannot  jyr(a'e  truth, 
except  in  large  and  general  features ;  and  I  leave  it  to 
the  arbitration  of  every  man's  reason,  whether  it  be  not 
5 
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likely  that  the  painter  who  is  thus  so  rigidly  faithful  in 
great  things  that  every  one  of  his  pictures  might  be  the 
illustration  of  a  lecture  on  the  physical  sciences,  is  not 
likely  to  be  faithful  also  in  small. 

Honfleur,  and  the  scene  between  Clairmont  and  Mauves, 
supply  us  with  farther  instances  of  the  same  grand  sim- 
plicity of  treatment ;  and  the  latter  is  especially  remark- 
able for  its  expression  of  the  furrowing  of  the  hills  by 
descending  water,  in  the  complete  roundness  and  sym- 
metry of  their  curves,  and  in  the  delicate  and  sharp 

shadows  which  are  cast  in  the  undulat- 

182.     Expression      .  .  ti   •       •    i  i-         i 

of  retfriug  surface  ing  ravines.  It  IS  interesting  to  compare 
traated  with  the    with   either  of    these    noble  works  such 

hills  as  those  of  Claude,  on  the  left  of  the 
picture  marked  260  in  the  Dulwich  Gallery.  There  is 
no  detail  nor  surface  in  one  of  them;  not  an  inch  of 
ground  for  us  to  stand  upon ;  we  must  either  sit  astride 
upon  the  edge,  or  fall  to  the  bottom.  I  could  not  point 
to  a  more  complete  instance  of  mountain  calumniation ; 
nor  can  I  oppose  it  more  completely,  in  every  circum- 
stance, than  with  the  Honfleur  of  Turner,  already  men- 
tioned ;  in  which  there  is  not  one  edge  nor  division 
admitted,  and  yet  we  are  permitted  to  climb  up  the  hill 
from  the  town,  and  pass  far  into  the  mist  along  its  top, 
and  so  descend  mile  after  mile  along  the  ridge  to  sea- 
ward, until,  without  one  break  in  the  magnificent  unity 
of  progress,  we  are  carried  down  to  the  utmost  horizon. 
And  contrast  the  brown  paint  of  Claude,  which  you  can 
only  guess  to  be  meant  for  rock  or  soil  because  it  is 
bro\Mi,  with  Turner's  profuse,  pauseless  richness  of  feat-^ 
ure,  carried  through  all  the  enormous  space — the  un- 
measured wealth  of  exquisite  detail,  over  which  the  mind 
can  dwell,  and  walk,  and  wander,  and  feast  forever,  with- 
out finding  either  one  break  in  its  vast  simplicity,  or  one 
vacuity  in  its  exhaustless  splendor. 
But  these,  and  hundreds  of  others  which  it  is  sin  not 
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to  dwell  upon — wooded  hills  and  imdulating  moors  of 
North  England — rolling  surges  of  park  and  forest  of  the 
Sonth — soft  and  vine-clad  ranges  of  French    .  ^   _« 

.  °  188.    The  same 

coteanx,  casting  their  oblique  shadows  on    moderation  of 

,  ,  slope  in  the  con- 

silver  lecigues  of  glancing  rivers, —  and  ^^^^  ^  *»*Kh- 
olive-whitened  promontories  of  Alp  and 
Apennine,  are  only  instances  of  Turner's  management  of 
the  lower  and  softer  hills.  In  the  bolder  examples  of 
his  powers,  where  he  is  dealing  with  lifted  masses  of 
enormous  mountain,  we  shall  still  find  him  as  cautious  in 
his  use  of  violent  slopes  or  vertical  lines,  and  still  as 
studied  in  his  expression  of  retiring  surface.  We  never 
get  to  the  top  of  one  of  his  hills  without  being  tii'ed  with 
our  walk;  not  by  the  steepness,  observe,  but  by  the 
stretch;  for  we  are  carried  up  towards  the  heaven  by 
such  delicate  gradation  of  line,  that  we  scarcely  feel  that 
we  have  left  the  earth  before  we  find  ourselves  among  the 
clouds.  The  Skiddaw,  in  the  illustrations  to  Scott,  is  a 
noble  instance  of  this  majestic  moderation.  The  moun- 
tain lies  in  the  morning  light,  like  a  level  vapor;  its 
gentle  lines  of  ascent  are  scarcely  felt  by  the  eye  ;  it  rises 
without  effort  or  exertion,  by  the  mightiness  of  its  mass ; 
every  slope  is  full  of  slumber ;  and  we  know  not  how  it 
has  been  exalted,  until  we  find  it  laid  as  a  floor  for  the 
walking  of  the  eastern  clouds.  So  again  in  the  Fort 
Augustus,  where  the  whole  elevation  of  the  hills  depends 
on  the  soft  lines  of  swelling  surface  which  undulate  back 
through  leagues  of  mist  carrying  us  unawares  higher  and 
higher  alx)ve  the  diminished  lake,  until,  when  we  are  all 
but  exhausted  with  the  endless  distance,  the  mountains 
make  their  last  spring,  and  bear  us,  in  that  instant  of  ex- 
ertion, half  wav  to  heaven. 

I  ought  perhaps  rather  to  have  selected,  as  instances 
of  mountain  form,  such  elaborate  works  as  the  Oberwesel 
or  Lake  of  Uri,  but  I  have  before  expressed  my  dislike  of 
speaking  of  such  magnificent  pictures  as  these  by  parts. 
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And  indeed  all  proper  consideration  of  the  hill  drawing 
of  Turner  must  be  deferred  antil  we  are  capable  of  test- 
ing it  by  the  principles  of  beauty ;  for, 
iiHicuitir  ofuiw^  after  all.  the  most  essential  qualities  of  line, 
twentiBi  trotha  of  — those  on  which  all  right  delineation  of 
mountain  character  must  depend,  are  those 
which  are  only  to  be  explained  or  illustrated  by  appeals 
to  our  feeling  of  what  is  beautiful.  There  is  au  espres- 
sion  and  a  feeling  about  all  the  hill  lines  of  nature,  which 
I  think  I  shall  be  able,  hereafter,  to  explain ;  but  it  is 
not  to  be  reduced  to  line  and  i-ule— not  to  be  measured 
by  angles  or  described  by  compasses — not  to  be  ehipped 
out  by  the  geologist,  or  equated  by  the  mathematician. 
It  is  intangible,  incalculable — a  thiug  to  be  felt,  not  un- 
derstood— to  be  loved,  not  comprehended — a  music  of  the 
eyes,  a  melody  of  the  heart,  whose  truth  is  known  only 
by  its  sweetness. 

I  can  scarcely,  ^vitho^t  repeating  myself  to  tedious- 
ness,  enter  at  present  into  proper  consideration  of  the 
iw.  Work,  ot  iDoiuitftin  drawiug  of  other  modern  paint- 
ti2f  ""cSJk^  ®^^-  ^^  have,  fortunately,  several  by 
BwnBBia.  whom  the  noble  truths  which  we  have  seen 

so  fully  exemplified  by  Turner  are  also  deeply  felt  and 
faithfully  rendered ;  thougli  there  is  a  necessity,  for  the 
perfect  statement  of  them,  of  such  an  unison  of  freedom 
of  thought  with  perfect  mastery  over  the  greatest 
mechanical  difficulties,  as  we  can  scarcely  hope  to  see 
attained  by  more  than  one  man  in  our  age.  Very  nearly 
the  some  words  which  we  nsed  in  reference  to  Stanfield's 
drawings  of  the  central  clouds,  might  be  applied  to  his 
rendering  of  mountain  truth.  He  occupies  exactly  the 
same  position  with  respect  to  other  artists  in  earth  as  in 
cloud.  None  can  be  said  really  to  draw  the  mountain  as 
he  will,  to  have  so  perfect  a  mastery  over  its  organic  de- 
■velopment ;  but  there  is,  nevertheless,  in  all  his  works, 
some  want  of  feeling  and  iodividuality.     He  has  studied 
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and  mastered  his  subject  to  the  bottom,  but  he  trusts  too 
much  to  that  past  study,  and  rather  invents  his  hills  from 
his  possessed  stores  of  knowledge,  than  expresses  in 
them  the  fresh  ideas  received  from  nature.  Hence,  in 
all  that  he  does,  we  feel  a  little  too  much  that  the  hills 
are  hfa  own.  We  cannot  swear  to  their  being*  the  par- 
ticuLu:  crags  and  individual  promontories  which  break 
the  cone  of  Ischia,  or  shadow  the  waves  of  Maggiore. 
We  are  nearly  sure,  on  the  contrary,  that  nothing  but  the 
outline  is  local,  and  that  all  the  filling  up  has  been  done 
in  the  study.  Now,  we  have  already  shown  (Sect.  I. 
Chap.  TTT)  that  particular  truths  are  more  g m.  importance 
important  than  general  ones,  and  this  is  todKdS5?^tiSh 
just  one  of  the  cases  in  which  that  rule  *^™^^°fi- 
especially  applies.  Nothing  is  so  great  a  sign  of  truth 
and  beauty  in  mountain  drawing  as  the  appearance  of 
individuality — nothing  is  so  great  a  proof  of  real  imagin- 
ation and  invention,  as  the  appearance  that  nothing  has 
been  imagined  or  invented.  We  ought  to  feel  of  every 
inch  of  mountain,  that  it  must  have  existence  in  reality, 
that  if  we  had  lived  near  the  place  we  should  have  known 
every  crag  of  it,  and  that  there  must  be  people  to  whom 
every  crexice  and  shadow  of  the  picture  is  fraught  with 
recollections,  and  colored  with  associations.  The  moment 
the  artist  can  make  us  feel  this — the  moment  he  can  make 
us  think  that  he  has  done  nothing,  that  nature  has  done 
all — that  moment  he  becomes  ennobled,  he  proves  him- 
self great.  As  long  as  we  remember  him,  we  cannot 
respect  him.  We  honor  him  most  when  we  most  forget 
him.  He  becomes  great  when  he  becomes  invisible. 
And  we  may,  perhaps,  be  permitted  to  express  our  hoj^e 
that  Mr.  Stanfield  will — our  conviction  that  he  must — if 
he  would  advance  in  his  rank  as  an  artist,  attend  more  to 
local  character,  and  give  us  generally  less  of  the  Stanfield 
limestone.  He  ought  to  study  with  greater  attention 
the  rocks  which  afford  finer  divisions  and  more  delicate 
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parts  (elates  and  gneiss) ;  and  he  oupht  to  observe  more 
fondly  and  faitlifully  those  beautiful  laws  aud  lines  of 
swell  aud  curvature,  by  inter\'ala  of  which  nature  seta  off 
and  relieves  the  energy  of  her  peaked  outlinos.  He  is  at 
present  apt  to  bo  too  rugged,  and,  in  consequence,  to 
lose  size.  Of  his  beet  manner  of  drawing  hille,  I  believe 
I  can  scarcely  give  a  better  example  than  the  rocks  of 
Suli,  engraved  in  Finden's  illustrations  to  Byron.  It  is 
very  grand  aud  perfect  in  all  parts  and  points. 

Copley  Fielding  is  peculiarly  graceful  and  affectionate 

in  his  drawing  of  the  inferior  mountains.     But  as  with 

his  clouds  so  with  his  hills  i  as  long  as  ho 

copioT   Fielding,    keeps  to  Bilverv  films  of  misty  outline,  or 

HlB  iJil  fcoUog.  113  ■  1       1  -iU     ll 

purple  shadows  mingled  with  the  evening 
light,  he  is  true  and  beautiful ;  but  the  moment  he  witli- 
drawe  the  mass  out  of  its  veiling  mystery,  be  is  lost. 
His  worst  drawings,  therefore,  are  those  on  which  he  has 
spent  most  time :  for  he  is  sure  to  show  weakness  where- 
©ver  he  gives  detail.  We  believe  that  all  his  errors  pro- 
ceed, as  we  obaerved  before,  from  his  not  working  with 
the  chalk  or  pencil ;  aud  that  if  ho  would  paint  half  the 
number  of  pictures  in  the  year  which  he  usually  produces, 
and  spend  his  spai-o  time  in  hard  dry  study  of  forms, 
the  half  he  painted  would  be  soou  worth  double  the 
present  value  of  all.  For  he  really  has  deep  and  genu- 
ine feeling  of  hill  character — a  far  higher  perception  of 
space,  elevation,  incorporeal  color,  and  all  those  qualities 
which  are  the  poetry  of  mountains,  than  any  other  of  our 
water-color  painters;  and  it  is  an  infinite  jiity  that  he 
should  not  give  to  these  delicate  feeliugs  the  power  of 
realization,  which  might  be  attained  by  a  little  labor. 
A  few  thorough  studies  of  his  favorite  mountains,  Ben- 
Venue  or  Ben-Cruachan,  in  clear,  strong,  front  chiaros- 
curo, allowing  himself  neither  color  nor  mist,  nor  any 
means  of  getting  over  the  ground  but  downright  di-awing, 
would,  we  think,  open  his  eyes  to  Bources  of  beauty  of 
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which  he  now  takes  no  cognizance.  He  ought  not,  how- 
ever, to  repeat  the  same  subjects  so  frequently,  as  the 
casting  about  of  the  mind  for  means  of  varying  them 
blunts  the  feelings  to  truth.  And  he  should  remember 
that  an  artist,  who  is  not  making  progress,  is  nearly 
certain  to  be  retrograding ;  and  that  progress  is  not  to 
be  made  by  working  in  the  study,  or  by  mere  labor 
bestowed  on  the  repetition  of  unchanging  conceptions. 

J.  D.  Harding  would  paint  mountains  very  nobly,  if 
he  made  them  of  more  importance  in  his  compositions, 
but  they  are  usually  little  more  than  back- 
grounds for  his  foliage  or  buildings ;  and  n.  Harding  and 
it  is  his  present  system  to  make  his  back- 
grounds very  slight.  His  color  is  very  beautiful :  indeed, 
both  his  and  Fielding's  are  far  more  refined  than  Stan- 
field's.  We  wish  he  would  oftener  take  up  some  wild 
subject  dependent  for  interest  on  its  mountain  forms 
alone,  as  we  should  anticipate  the  highest  results  from 
his  perfect  drawing ;  and  we  think  that  such  an  exercise, 
occasionally  gone  completely  through,  would  counteract 
a  tendency  which  we  perceive  in  his  present  distances, 
to  become  a  little  thin  and  cutting,  if  not  incomplete. 

The  late  G.  Robson  was  a  man  most  thoroughly  ac- 
quainted with  all  the  characteristics  of  our  own  island 
hills ;  and  some  of  the  outlines  of  John  Varley  showed 
very  grand  feeling  of  energy  of  form. 


CHAPTER  IV. 


OP  THE  FOREGROUND. 


We  have  now  only  to  observe  the  close  characteristics 
of  the  rocks  and  soils  to  which  the  large  masses  of 
which  we  have  been  speaking,  owe  their  ultimate  char- 
acters. 

We  have  already  seen  that  there  exists  a  marked 
distinction  between  those  stratified  rocks  whose  beds 

are  amorphous  and  without  subdivision,  as 

i  1.    What  rockB  t  i  j  n    i  j  xi. 

were  the  chief    many  limestoues  and  sandstones,  and  those 

components  of  an-         i>i  -i**-iivi«  ^i         *       j.* 

dent  landscape  which  are  divided  by  lines  of  lamination, 
foregroun  ^^  ^^  slates.    The  last  kind  of  rock  is  the 

more  frequent  in  nature,  and  forms  the  greater  part  of 
all  hill  scenery ;  it  has,  however,  been  successfully  grap- 
pled with  by  few,  even  of  the  modems,  except  Turner; 
while  there  is  no  single  example  of  any  aim  at  it  or 
thought  of  it  among  the  ancients,  whose  foregrounds,  as 
fai'  as  it  is  possible  to  guess  at  their  intention  through 
their  concentrated  errors,  are  chosen  from  among  the 
tufa  and  travertin  of  the  lower  Apennines  (the  ugliest  as 
well  as  the  least  characteristic  rocks  of  nature),  and 
whose  larger  featiues  of  rock  scenery,  if  we  look  at  them 
with  a  predetermination  to  find  in  them  a  resemblance 
of  somcthimj,  may  be  pronounced  at  least  liker  the  moun- 
tain limestone  than  anything  else.  I  shall  glance,  there- 
fore, at  the  general  characters  of  these  materials  first,  in 
order  that  we  may  be  able  to  appreciate  the  fidelity  of 
rock-drawing  on  which  Salvator's  reputation  has  been 
built. 
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The  massiTe  limestooea  separate  generally  into  irregu- 
lar  blotiks,  tending  to  the  form  of  cubes  or  parallelopi- 
peda,  and  tenninated  by  tolerably  smooth  ,  j.  8.iTBtor'» 
planea.  The  weather,  acting  on  the  edges  {^"J^^iuj^  „? 
of  these  blocks,  round  them  off;  but  the  S^''°^"d'oM32: 
frost,  which,  whilo  it  cannot  pcueti-ato  nor  """"^  ""s'l-"- 
split  the  body  of  the  stone,  acts  energetically  on  the 
angles,  splits  off  the  rounded  fi'agments,  and  supplies 
sharp,  fresh,  and  complicated  edges.  Hence  tho  angles 
of  such  blocks  are  usually  marked  by  a  series  of  steps 
and  fractures,  in  which  the  peculiar  character  of  the  rock 
is  most  distinctly  seen;  the  effect  being  increaaed  in 
many  limestones  by  the  ijitei-position  of  two  or  three 
thinner  beds  between  the  large  strata  of  which  the  block 
has  been  a  part;  these  thin  laminue  breaking  easily,  and 
sapplj-ing  a  number  of  fissures  and  lines  at  the  edge  of 
the  detached  mass.  Thus,  as  a  general  principle,  if  a 
rock  have  character  anywhere,  it  will  be  on  the  angle, 
and  however  even  and  smooth  its  gi-eat  planes  may  be, 
it  will  uaaally  break  into  variety  where  it  turns  a  comer. 
In  one  of  the  most  exquisite  pieces  of  rock  truth  ever 
put  on  canvas,  the  foreground  of  the  Napoleon  in  the 
Academy,  1842,  this  principle  was  beautifully  exempli- 
fied in  the  complicated  fractures  of  the  upper  angle  just 
where  it  turned  from  the  light,  while  the  planes  of  the 
rock  were  varied  only  by  the  modulation  they  owed  to 
the  waves.  It  follows  from  this  stnictiu'o  that  the  edges 
of  all  rock  being  partially  truncated,  first  by  large  fract- 
ures, and  then  by  the  rounding  of  the  fine  edges  of 
these  by  the  weather,  perpetually  present  convex  transi- 
tions from  the  light  to  the  dark  side,  the  planes  of  the 
rock  almost  always  swelling  a  little  from  the  angle. 

Now  it  will  be  found  throughout  the  works  of  Salvator, 
that  his  most  usual  practice  was  to  give  a  conravc  sweep 
of  the  brush  for  bis  first  expression  of  the  dark  side, 
leaving  the  paint  darkest  towards  the  light ;  by  which 
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daring  and  original  method  of  procedure  he  has  suc- 
ceeded in  covering  his  foregrounds  with  forms  which 
%i.  ssiTiior'B  approximate  to  those  of  drapery,  of  rib- 
ed''bj°he'mcSc5  bous,  of  cnished  cocked  hats,  of  locks  of 
of  concoYe  oiuTM,  j^y-,  of  wEvcs,  leavos.  Or  aiiji-hing,  in  short, 
flexible  or  tough,  but  which  of  course  are  not  only  un- 
like, but  directly  contrary  to  the  forms  which  nature  has 
impressed  on  rocks.* 

And  the  circular  and  sweeping  strokes  or  stains  which 
are  dashed  at  random  over  their  surfaces,  only  fail  of 
1 4.  PmuUbt  dia-  deati'oying  all  resemblance  whatever  to 
Sd'BSe''n"Se  J^ock  structure  from  their  frequent  want  of 
rooka  or  uBtoie.  gjjy  meaning  at  all,  and  from  the  impossi- 
bility of  our  supposing  any  of  them  to  be  representative 
of  shade.  Now,  if  thero  be  any  part  of  landscape  in 
which  nature  develops  her  principles  of  light  aud  shade 
more  clearly  than  another,  it  is  rock;  for  the  dark  sides 
of  fractured  stone  receive  brilliant  reflexes  from  the 
lighted  surfaces,  on  which  the  shadows  are  marked  with 
the  most  exquisite  precision,  especially  because,  owing 
to  the  parallelism  of  cleavage,  the  surfaces  lie  usually  in 
directions  nearly  ijarallel.  Hence  every  crack  and  fis- 
Bui-e  has  its  shadow  and  reflected  light  separated  with 

*I  have  cut  out  a  possaf^e  ia  this  place  vrhii^h  insisted  on  Ih^angular 
character  of  rocka. — not  because  it  wils  false,  but  because  it  was  In- 
ompletE,  ftDd  I  cannot  explain  it  nor  complete  it  witliout  eraraple. 
It  Is  not  the  nhaence  of  curves,  hut  the  Biiggcstion  of  hardncu  (hmvgh 
curves,  and  of  the  under  tendencies  of  the  imvard  structure,  which 
form  the  Inie  characteristics  of  rnck  form ;  and  Salvator,  whom  neither 
here  nor  elsewhere  I  have  abused  enough,  is  not  wrong  bixuiuse  Le 
paints  curved  rocka,  but  because  li!s  curves  are  the  curves  of  ribbons 
and  not  of  rocks;  and  the  difference  hi'tween  rock  curvature  and 
other  curvature  I  cannot  oxpl-ain  verhall;,  but  I  hope  to  do  It  here- 
nfter  by  illustration ;  and.  at  present,  let  the  reader  study  the  rock- 
drawing  of  the  Mout  St.  Gothard  subject,  in  the  Liber  Sludiorum, 
and  compare  it  with  any  examples  of  Salvator  to  which  he  may 
happen  to  have  access.  All  tLc  account  of  rocks  here  given  is  alto- 
gether Inadequate,  and  1  only  do  not  alter  it  because  I  flrst  wish  to 
give  longer  study  to  the  subject. 
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the  most  delicious  distinctness,  and  the  organization  and 
solid  form  of  all  parts  are  told  with  a  diJciBion  of  lan- 
guage, which,  to  be  followed  with  anything  like  fidelity, 
requires  the  most  transparent  color,  and  the  most  deli- 
cate and  scientific  di-awiug.  So  far  are  the  ,  5.  i>„cnii,r™n- 
worke  of  the  old  landscape  painters  from  [S^  ™k^'g?sSTn" 
rendering  this,  that  it  is  exceedingly  rare  ^'^ 
to  find  a  single  passage  in  which  the  shadow  can  even 
be  distinguished  from  the  dark  side — they  scarcely  seem 
to  know  the  one  to  be  darker  than  the  other  1  and  the 
strokes  of  the  brush  are  not  used  to  explain  or  express  a 
form  known  or  conceived,  but  are  dashed  and  daubed 
about  without  any  aim  beyond  the  covering  of  the  can- 
vas. "  A  rock,"  the  old  masters  appear  to  say  to  them- 
selves, "  is  a  great  irregidar,  formless,  characterless  lump ; 
but  it  must  have  shailo  upon  it,  and  any  gray  marks  will 
do  for  that  shade," 

Finally,  while  few,  if  any,  of  the  rocks  of  nature  are 
untraversed  by  delicate  and  slender  fissures,  whose  block 
shiirp  lines  are  the  only  means  by  which 
the  peculiar  quality  in  which  rocks  moat    wnut  of  «ut  ei- 
differ  from  the  other  objects  of  the  land-    new    or   briwie- 
Bcape,  brittleneas,  can  be  effectually  sug- 
gested, we  look  in  vain  among  the  blots  and  stains  with 
which  the  rocks  of  ancient  art  are  Ioa<.led,  for  any  vestige 
or  appearance  of  fissure  or  splintering.     Toughness  and 
malleability  appear  to  be  the  qualities  whose  expression 
is  most  aimed  at;  sometimes  sponginoss,      .   t  ,j™ 
softness,  flexibility,  tenuity,  and  occasion-    psfticnJar   pict- 
aliy  transparency.     Take,  for  instance,  the 
foreground  of  Salvator,  in  No.  220  of  the  Dulwich  Gal- 
lery.    There  is,  on  the  right-hand  side  of  it,  an  object, 
which  I  never  walk  through  the  room  without  contem- 
plating for  a  minute  or  two  with  renewed  solicitude  and 
anxiety  of  mind,  indulging  iu  a  series  of  very  wild  and 
imaginative  conjectures  as  to  its  probable  or  possible 
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meaning.  I  think  there  is  reason  to  suppose  that  the 
artist  intended  it  either  for  a  very  large  stone,  or  for  the 
trunk  of  a  tree ;  but  any  decision  as  to  its  being  either 
one  or  the  other  of  these  must,  I  oonceive,  be  the  ex- 
treme of  rashness.  It  melts  into  the  ground  on  one 
side,  and  might  reasonably  be  conjectured  to  form  a  part 
of  it,  having  no  trace  of  woody  structure  or  color ;  but 
on  the  other  side  it  presents  a  series  of  concave  curves, 
interrupted  by  cogs  like  those  of  a  water-wheel,  which 
the  boldest  theorist  would  certainly  not  feel  himself 
warranted  in  supposing  symboUcal  of  rock  The  forms 
which  this  substance,  whatever  it  be,  assumes,  will  be 
found  repeated,  though  in  a  less  degree,  in  the  fore- 
ground of  No.  159,  where  they  are  evidently  meant  for 
rock. 

Let  us  contrast  with  this  system  of  rock-drawing,  the 

faithful,  scientific,  and  dexterous  studies  of  nature  which 

^^    we  find  in  the  works  of  Clarkson  Stanfield. 

with  the  worEof    He  is  a  man  especially  to  be  opposed  to 

the  old  masters,  because  he  usually  con- 
fines himself  to  the  same  rock  subjects  as  they — ^the 
mouldering  and  furrowed  crags  of  the  secondary  forma- 
tion which  arrange  themselves  more  or  less  into  broad 
and  simple  masses ;  and  in  the  rendering  of  these  it  is 
impossible  to  go  beyond  him.  Nothing  can  surpass  his 
care,  his  firmness,  or  his  success,  in  marking  the  distinct 
and  sharp  light  and  shade  by  which  the  form  is  ex- 
plained, never  confusing  it  with  local  color,  however 
richly  his  surface-texture  may  be  given;  while  the  won- 
derful play  of  line  with  which  he  will  vary,  and  through 
which  he  will  indicate,  the  regularity  of  stratification,  is 
almost  as  instructive  as  that  of  nature  herself.  I  cannot 
point  to  any  of  his  works  as  better  or  more  characteristic 
than  others ;  but  his  Ischia,  in  the  present  British  Insti- 
tution, may  be  taken  as  a  fair  average  example.  The 
Botallack  Mine,  Cornwall,  engraved  in  the  Coast  Seen- 
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6ry,  gives  as  a  very  finished  and  generic  representation 
of  rock,  whose  primal  organization  has  been  violently  af- 
fected by  external  influences.  We  have  the  stratification 
and  cleavage  indicated  at  its  base,  every  fissure  being 
sharp,  angular,  and  decisive,  disguised  gradually  as  it 
rises  by  the  rounding  of  the  surface  and  the  successive 
furrows  caused  by  the  descent  of  strearas.  But  the  ex- 
quisite drawing  of  the  foreground  is  especially  worthy 
of  notice.  No  huge  concave  sweeps  of  the  brush,  no 
daubing  or  splashing  here.  Every  inch  of  it  is  brittle 
and  splintery,  and  the  fissures  are  explained  to  the  eye 
by  the  most  perfect,  speaking  lifrht  and  shade, — we  can 
stumble  over  the  edges  of  them.  Tlie  East  Cliff,  Hast- 
ings, is  another  very  fine  example,  from 
the  exquisite  irregularity  with  -which  its 
squareness  of  general  structure  is  varied 
and  disguised.  Observe  how  totally  contrary  every  one 
of  its  lines  is  to  the  absurdities  of  Salvator.  Stanfield's 
are  all  angular  and  straight,  every  apparent  curve  made 
np  of  right  lines,  while  Salvator's  are  all  sweeping  and 
flourishing  like  so  much  penmanship.  Stanfield's  lines 
pass  away  into  delicate  splintery  fissui'es.  Salvator's  are 
broad  danbs  throughout.  Not  one  of  Stanfield's  lines 
is  like  another.  Every  one  of  Salvator's  mocks  all  the 
rest.  All  Stanfield's  curves,  where  his  universal  angular 
character  is  massed,  as  on  the  left-hand  sitle,  into  large 
sweeping  forms,  are  convex.  Salvator's  are  every  one 
concave. 

The  foregrounds  of  J.  D.  Harding  and  rocks  of  his 
middle  distances  are  also  thorougrhly  admirable.  He  is 
not  quite  so  various  and  undulating  in  his  L'?-n'S!J|"^ 
line  as  Stanfield,  and  sometimes,  in  Ma  mid- 
dle distances,  is  wanting  in  solidity,  owing  to  a  little 
confusion  of  the  dark  side  and  shadow  with  each  other, 
or  with  the  local  color.  But  his  work,  in  near  passages 
of  fresh-broken,  sharp-edged  rock,  is  absolute  perfection. 
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excelling^  Stanfield  in  the  perfect  freedom  and  facility 
with  which  his  fragfments  are  splintered  and  aeattered ; 
true  in  ev«ry  line  without  the  least  apparent  effort, 
Stanfield's  best  works  ar«  laborious,  but  Harding's  ivacks 
fall  from  under  Lis  band  as  if  they  had  just  crashed 
down  the  bilUidc,  flying  on  the  instant  into  lovely  form. 
In  color  also  he  incomparably  surpasses  Stanfield,  who  is 
apt  to  verge  upon  mud,  or  be  cold  in  his  gray.  The  rich, 
lichenous,  and  changeful  warmth,  and  delicate  weathered 
grays  of  Harding's  rock,  illustrated  as  they  ai-e  by  the 
most  fearless,  firm,  and  unerring  drawing,  render  hie 
wild  pieces  of  torrent  shore  the  finest  things,  next  to 
the  work  of  Turner,  in  English  foreground  art. 

J.  B.  Pyne  has  very  accurate  knowledge  of  limestone 
rock,  and  expresses  it  clearly  and  forcibly;  but  it  is 
much  to  be  regretted  that  this  clever  artist  appears  to 
be  losing  all  sense  of  color,  and  is  getting  more  and 
more  mannered  in  esecution,  evidently  never  studying 
from  nature  except  with  the  previous  determination  to 
Pynize  everything.* 

•  A  passage  which  I  hnppened  to  see  in  an  Essay  of  Mr,  Pyne'a,  in 
the  Art-Union,  about  nature's  "  foiaiing  nihbiBli"  upon  llie  arlisl. 
Hufflciemly  eiplaina  the  cause  of  this  decline.  If  Mr.  Pj-nc  will  go  to 
nature,  as  all  (treat  men  have  iliine,  and  as  all  men  who  mean  to  he 
great  must  do.  that  is  not  merely  to  be  Jitlped,  but  to  be  Caught  by  bcr ; 
nnj  will  once  or  twice  lalte  licr  gifts,  without  looliing  them  in  the 
mouth,  lie  will  most  assuredly  find— and  I  say  tliis  in  no  imicind  or 
depreciatory  feeling,  for  I  sliould  say  the  same  of  all  artiala  who  nro 
in  the  habit  of  only  sketching  nature,  and  not  studying  her— lliat  A<r 
worst  is  Iwttcr  than  hi»  best.  I  am  quite  sure  that  if  Mr.  Pyne.  or  any 
other  painter  wlio  has  hitherto  i>eea  very  careful  in  Ida  choice  of  suh- 
ject.  will  go  into  the  neit  turnpike  road,  and  taking  the  first  (our 
trees  that  he  comes  to  in  the  hedge.give  them  a  day  each,  drawing 
them  lent  for  leaf,  as  far  as  may  he,  and  even  their  smallest  boughs 
with  as  mucli  care  as  if  they  were  rivera,  or  an  important  map  of  a 
newly-surveyed  country,  lie  will  flad,  wlicn  he  has  brought  them  all 
home,  that  at  least  three  out  of  the  four  are  better  than  the  best  he  ever 
invented.  Compare  Part  III.  Sect  I.  Cliap.  III.  g  12, 18,  (the  refer- 
ence in  the  note  ought  to  be  to  Chap.  XV.  ft  7.) 
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Before  passing  to  Turner,  let  ua  take  one  more  glance 
at  the  foregi'oiuids  of  the  old  maatera,  with  reference,  not 
to  their  management  of  rock,  wliich  ia 
comparatively  a  rare  component  part  ot  oiio^earthimd 
their  foregrounds,  bnt  to  the  common  soil 
which  they  were  obliged  to  paint  constantly,  and  whose 
forms  and  appearances  are  the  same  all  over  the  world. 
A  steep  bank  of  loose  earth  of  any  kind,  that  has  been 
at  all  exposed  to  the  weather,  contains  in  it,  though  it 
may  not  be  three  feet  high,  features  capable  of  giving 
high  gratification  to  a  careful  observer.  It  is  almost  a 
facsimile  of  a  mountain  slope  of  soft  and  decomposing 
rock :  it  possesses  nearly  as  much  variety  of  character, 
and  is  governed  by  laws  of  organiy^tion  no  less  rigid. 
It  is  furrowed  in  the  first  pla^ie  by  undulating  lines,  by 
!4he  descent  of  the  rain,  little  ravines,  which  are  cut  pre- 
cisely at  the  same  slope  as  those  of  tlie  mountain,  and 
leave  ridges  scarcely  less  graceful  in  their  contour,  and 
beautifully  sharp  in  their  chiselling.  Where  a  harder 
knot  of  ground  or  a  stone  occurs,  the  earth  is  washed  from 
beneath  it,  and  accumulates  above  it,  and 
lere  we  have  a  little  precipice  connected  inir  pmm  udfm- 
a  sweeping  curve  at  its  summit  with 
the  great  slope,  and  cjisting  a  sharp  dark  shadow;  where 
the  soil  has  been  soft,  it  will  probably  be  washed  away 
underneath  until  it  gives  way,  and  leaves  a  jagged, 
hanging,  irregiilar  line  of  fracture ;  and  all  these  eircum. 
stances  are  explained  to  the  eye  in  sunshine  with  the 
most  delicious  clearness  i  every  touch  of  shadow  being 
expressive  of  some  particular  truth  of  structure,  and  bear- 
witness  to  the  symmetry  into  which  tlie  whole  mass 
been  reduced.  WTiere  this  operation  has  gone  on 
long,  and  vegetation  has  assii^ted  in  softening  the  ont- 
lines,  we  have  our  ground  brought  into  graceful  and 
irregnlar  cun-es,  of  infinite  variety,  but  yet  always  so 
connected  with  each  other,  and  guiding  to  each  other. 
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that  the  eye  never  feels  them  as  separate  things,  nor 
feels  inclined  to  count  them,  nor  perceives  a  likeness  in 
one  to  the  other ;  they  are  not  repetitions  of  each  other, 
but  are  diffei-ent  parte  of  one  system.  Each  wonld  be 
imperfect  without  the  one  next  to  it. 

Now,  it  is  all  but  impossible  to  express  distinctly  the 
particulars  wherein  this  fine  character  of  cuiTe  consists, 
1 13.  TiK  eronnd  "^"^  *°  show  in  definite  examples,  what  it 
oiTenient.  jg  which  mates  one  representation  right, 

and  another  wrong.  The  ground  of  Teniers,  for  instance, 
in  No.  139  in  the  Dulwich  Gallery,  is  an  example  of  all 
that  is  wrong.  It  is  a  representation  of  the  forms  of 
shaken  and  disturbed  soil,  such  as  we  should  see  here 
and  there  after  an  earthquake,  or  over  the  ruins  of  fallen 
buildings.  It  has  not  one  contour  nor  character  of  the 
soil  of  nature,  and  yet  I  can  scarcely  tell  you  why,  ex- 
cept that  the  curves  repeat  ono  another,  and  are  mono- 
tonous in  their  flow,  and  arc  unbroken  by  the  delicate 
angle  and  momentary  pause  with  which  the  feeling  of 
nature  would  have  touched  them,  and  are  disunited ;  so 
that  the  eye  leaps  from  this  to  that,  and  does  not  pass 
from  one  to  the  other  without  being  able  to  stop,  drawn 
on  by  the  continuity  of  line ;  neither  is  there  any  midu- 
lation  or  furrowing  of  watermark,  nor  in  one  spot  or 
atom  of  the  whole  surface,  is  there  distinct  explanation 
of  form  to  the  eye  by  means  of  a  determined  shadow. 
All  is  mere  sweeping  of  the  brush  over  the  surface  with 
various  ground  colors,  without  a  single  indication  of 
character  by  means  of  real  shade, 

Let  not  these  points  be  deemed  unimportant ;  the 
truths  of  form  in  common  ground  are  quite  as  valuable 
ilet  me  anticipate  mj'self  for  a  moment), 
of  thesomiDor  quite  as  Deautiful,  as  any  othera  which 
nature  presents,  and  in  lowland  landscape 
they  present  us  with  a  species  of  line  which  it  is  quite 
impossible  to    obtain  in  any  other   way  —  the  alter- 
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nately  flowing  and  broken  line  of  motintain  Bceneiy, 
which,  however  small  its  scale,  is  always  of  inestimaLle 
valae,  contrasted  with  the  repetitions  of  organic  form 
which  we  are  comiielled  to  give  in  yegetation.  A  really 
great  artist  dwells  on  every  inch  of  exposed  soil  with 
care  and  delight,  and  renders  it  one  of  the  moat  essential, 
speaking,  and  pleasui-able  parts  of  his  composition.  And 
be  it  remembered,  that  the  man  who,  in  the  most  con- 
spicuous part  of  his  foreground,  will  violate  truth  with 
every  stroke  of  the  pencil,  is  not  likely  to  be  more  care- 
ful in  other  parts  of  it ;  and  that  in  the  little  bits  which 
I  fix  npou  for  animadversion,  I  am  not  pointing  ont  soli- 
tary faults,  but  only  the  most  characteristic  examples  of 
the  falsehood  which  is  everywhere,  and  which  renders 
the  whole  foreground  one  mass  of  contradictions  and 
absurdities.  Nor  do  I  myself  soo  wherein  i  le.  TheobKrr. 
the  great  difference  lies  between  a  master  the  i™i  diitinc- 
and  a  novice,  except  in  the  rendering  of  muaier  and  ths 
the  finer  truths,  of  which  I  am  at  present  *"'"*■ 
Bpeaking.  To  handle  the  brush  freely,  and  to  paint 
grass  and  weeds  with  accuracy  enough  to  satisfy  the  eye, 
are  accomplishments  which  a  year  or  two's  practice  will 
give  liny  man ;  but  to  trace  among  the  grass  and  weeds 
those  mysteries  of  invention  and  combination,  by  which 
nature  appeals  to  the  intellect — to  render  the  delicate 
fissure,  and  descending  curve,  and  undulating  shsidow  of 
the  mouldering  soil,  with  gentle  and  fine  finger,  like  the 
touch  of  the  rain  itself^to  find  even  in  all  that  appears 
most  trifling  or  contemptible,  fresh  ei'idence  of  the  con- 
stant working  of  the  Divine  power  "for  glory  and  for 
beauty,"  and  to  teach  it  and  pi-oclaim  it  to  the  unthiidc- 
ing  and  the  nnregardless — this,  as  it  is  the  peculiar  pro- 
vince and  faculty  of  the  master-mind,  so  it  is  the  pecu- 
liar duty  which  is  demanded  of  it  by  the  Deity. 

It  would  take  me  no  reasonable  nor  endurable  time,  if 
I  were  to  point  out  one  halt  of  the  various  kinds  and 
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classes  of  falsehood  which  the  inventive  faculties  of  the 
old  masters  succeeded  in  originating,  in  the  drawing  of 
I  le.  Tba  anrand  foregrounds.  It  is  not  this  man,  nor  that 
"fcnjp.  man,   nor   one    school   nor   another;     all 

agree  in  entire  repudiation  of  everything  reBt'mbliug 
facts,  and  in  the  high  degree  of  absturdity  of  what  they 
substitute  for  them.  Even  Cuyp,  who  evidently  saw 
and  studied  lUiar  nature,  oa  an  artist  should  do — not  fish- 
ing for  idealities,  but  taking  what  nature  gave  him,  and 
thanking  her  for  it — even  he  appears  to  have  supposed 
that  the  drawing  of  tho  earth  might  be  trusted  to  chance 
I  IT.  Ana  of  "^  imagination,  and,  in  consequence, 
'^"^-  strews  his  banks  with  lumps  of  dough,  in- 

stead of  atones.  Perhaps,  however,  the  "beautiful  fore- 
grounds" of  Claude  afford  the  most  remarkable  instances 
of  childishness  and  incompetence  of  all.  That  of  his 
morning  landacape,  with  the  large  gioup  of  trees  and 
high  single-arched  bridge,  in  the  Natiouid  Gallery,  ia  a 
pretty  fair  example  of  the  kind  of  error  which  he  con- 
stantly falls  into.  I  will  not  say  anything  of  the  agree- 
able  composition  of  tho  three  banks,  rising  one  behind 
another  from  the  water.  I  merely  affii-m  that  it  amoimts 
to  a  demonstration  that  all  three  were  jiainted  in  the 
artist's  atudy,  without  any  reference  to  nature  whatever. 
In  fact,  there  is  quite  enough  intrinsic  e^-idence  in  each 
of  them  to  prove  this,  seeing  that  what  appears  to  ba 
meant  for  vegetation  upon  them,  amounts  to  nothing 
more  than  a  green  stain  on  their  surfaces,  the  more  evi- 
dently false  because  the  leaves  of  the  trees  twenty  yards 
farther  off  are  all  perfectly  visible  and  distinct:  and  that 
the  sharp  lines  with  which  each  cuts  against  that  be- 
yond it,  are  not  only  such  as  crumbling  earth  could 
never  show  or  assume,  but  are  maintained  through  their 
whole  progress  ungraduated,  unchanging,  and  unaffected 
by  any  of  the  circumstances  of  varying  shade  to  which 
every  one   of  natuie's  lines  is  inevitably  subjected. 
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In  lact,  the  whole  armngement  is  the  impotent  struggle 
of  a  tyro  to  express,  by  successive  edges,  that  upproaeh 
of  earth  which  he  tiuds  himself  incapable  ,  j^  ^ho  enu™ 
of  expressing  by  the  drawing  of  the  sur-  ^?|S]''?'*?"  "^ 
face,  Claude  wished  to  make  you  un-  the\aiu!r. 
derstand  that  the  edge  of  hia  pond  came  nearer  and 
nearer:  he  had  probably  often  tried  to  do  this  with  an 
unbroken  bank,  or  a  bank  only  Tai'ied  by  the  delicate 
and  harmonized  anatomy  of  nature;  and  he  had  found 
that  owing  to  hia  total  ignorance  of  the  laws  of  per- 
spective, such  efforts  on  his  i>art  invaiiably  ended  in  his 
reducing  his  pond  to  the  form  of  a  round  O,  and  mak- 
ing it  look  perpendicular.  Much  comfort  and  solace  of 
mind,  in  anch  unpleasant  circumstaDces,  may  be  derived 
from  instantly  di^ddiug  the  obnoxious  liank  into  a  num- 
ber of  suecesBive  promontories,  and  developing  their 
edges  with  completeness  and  intensity.  Every  school- 
girls  drawing,  as  soon  as  her  mind  has  arrived  at  so 
great  a  degree  of  enlightenment  as  to  perceive  that  per- 
pendicular water  is  objectionable,  will  supply  us  with 
edifying  instances  of  this  unfailing  resoiu-ce ;  and  this 
foreground  of  Claude's  is  only  one  out  of  the  thousand 
cases  in  which  he  has  been  reduced  to  it. 
And  if  it  be  asked,  how  the  proceeding 
tliffers  from  that  of  nature,  I  have  only  to 
point  to  nature  herself,  as  she  is  drawn  in  the  fore- 
ground of  Turner's  Mercury  and  Argus,  a  case  precisely 
similar  to  Claude's,  of  earthy  crumbling  banks  vnt  away 
by  water.  It  will  be  found  in  this  picture  (and  I  am  now 
describing  nature's  work  and  Tnmer's  with  the  same 
words)  that  the  whole  distance  is  given  by  retirement  of 
solid  surface ;  and  that  if  ever  an  edge  is  expressed,  it  is 
only  felt  for  an  instant,  and  then  lost  again :  so  that  the 
eye  cannot  stop  at  it  and  prepare  for  a  long  jump  to 
another  like  it,  but  is  guided  over  it,  and  roimd  it,  into 
the  hollow  beyond  -,  and  thus  the  whole  receding  mass  of 
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ground,  ffoing  back  for  more  than  a  quarter  of  a  mile,  is 
made  completoly  one—uo  part  of  it  is  separated  from  the 
rest  for  on  instant — it  is  all  united,  and  its  modulations 
are  members,  not  diinsio^ts,  of  its  mass.  Bnt  those  modu- 
lations are  countless — heaving  here,  sinking  there — now 
swelling,  now  mouldering,  now  blending,  now  breaking 
— giving,  in  fact,  to  the  foreground  of  this  universal 
master,  precisely  the  same  qualities  which  we  have  be- 
fore seen  in  his  hills,  as  Claude  gave  to  his  foreground 
precisely  the  same  qualities  which  we  had  before  found 
in  his  hills— infinite  unity  in  the  one  case,  finite  division 
in  the  other. 

Let  us,  theu,  having  now  obtained  some  insight  into 
the  principles  of  the  old  masters  in  foreground  drawing, 
contrast  them  throughout  with  those  of 
lureii  of  Tntucfs  our  great  modem  master.  Ihe  investiga- 
tion of  the  excellence  of  Turner's  drawing 
becomes  shorter  and  easier  as  we  proceed,  because  the 
great  distinctions  between  his  work  and  that  of  other 
painters  are  the  same,  whatever  the  object  or  subject 
may  be ;  and  after  once  showing  the  general  characters 
of  the  particular  specific  forms  imder  consideration,  we 
have  only  to  point,  in  the  works  of  Turner,  to  the  same 
princii}les  of  infinity  and  variety  in  carrying  them  ont, 
which  wo  have  before  insisted  upon  with  reference  to 
other  subjects. 

The  Upper  Fall  of  the  Tees,  Yorkshire,  engraved  in 
the  England  series,  may  be  given  as  a  standard  example 
IM.  ceoioBiai    "'  rock-drawing  to  he  opposed  to  the  work 
mS°\a  t£  F^    "^^  Salvator.     We  have,  in  the  great  face  of 
uibcTra.  rock  which  divides  the  two  streams,  hori- 

Eontid  lines  which  indicate  the  real  direction  of  the 
strata,  and  these  same  lines  are  given  in  ascending  per- 
spective all  along  the  precipice  on  the  right.  But  we 
see,  also,  on  the  central  precipice,  fissures  absolntely 
vertical,  which  inform  ns  of  one  series  of  joints  dividing 
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these  horizontal  strata ;  and  the  exceeding  smoothness 
and  evenness  of  the  precipice  itself  inform  us  that  it  has 
been  caused  by  a  great  separation  of  substance  in  the 
direction  of  another  more  important  line  of  joints,  run- 
ning in  a  direction  across  the  riTer.  Accordingly,  we 
see  on  the  left  that  the  whole  Bummit  of  the  precipice  is 
divided  again  and  again  by  this  great  series  of  joints 
into  vertical  beds,  which  lie  against  each  other  with  their 
sides  toward  us,  and  are  traversed  downward  by  the  same 
vertical  lines  traceable  on  the  face  of  the  central  cliff. 
Now,  let  me  direct  especial  attention  to  the  way  in  which 
Turner  has  marked  over  this  general  and 
grand  unity  of  structure,  the  modifying 
effects  of  the  weather  and  tho  toiTont. 
Observe  how  the  whole  surface  of  the  hill  above  the  pre- 
cipice on  the  left*  is  brought  into  one  smooth,  unbroken 
curvature  of  gentle  convexity,  until  it  comes  to  the  edge 
of  the  precipice,  and  then,  just  on  the  angle  (compare 
S  2),  breaks  into  the  multiplicity  of  fissure  which  marks 
its  geological  atnicture.  Observe  how  every  one  of  the 
separate  blocks,  into  which  it  divides,  is  rounded  and 
convex  in  its  salient  edges  turned  to  the  weather,  and 
how  every  one  of  their  inward  angles  is  marked  clear 
and  sharp  by  the  determined  shadow  and  transparent 
reflex.  Observe  how  exquisitely  graceful  are  all  the 
curves  of  the  convex  surfaces,  indicating  that  every  one 
of  them  has  been  modelled  by  the  winding  and  iindulat- 
ing  of  running  water;  and  how  gradually  they  become 
steeper  as  they  descend,  until  they  are  torn  ,  ^^  ^^^  oattet 
down  into  the  face  of  the  precipice.  Fi-  ™"r- 
nally,  observe  the  exquisite  variety  of  all  the  touches 
which  express  fissure  or  shade ;  every  one  in  varying 
directions  and  with  new  forms,  and  yet  throughout  indi- 
cating that  perfect  parallelism  which  at  once  explained 


*  In  the  light  between  the  waterfall  and  the  large  dark  n 
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to  us  the  geology  of  the  rock,  and  falling  into  one  grand 
mass,  treated  with  the  same  eimplicity  of  light  and 
shade  which  a  great  portrait  painter  adopts  in  treating 
the  fotttnrea  of  the  human  face ;  which,  though  each  has 
its  own  Beiiarate  chiaroscuro,  never  diaturb  the  whole- 
ness and  grandeur  of  the  head,  considered  as  one  ball  or 
mass.  So  hero,  one  dee^j  and  marked  piece  of  shadow 
indicates  the  greatest  proximity  of  the  rounded  maBS; 
and  from  this  every  shade  becomes  fainter  and  fainter, 
until  all  are  lost  in  the  obscurity  and  dimness  of  the 
hanging  precipice  and  the  shattering  fall.  Again,  see 
how  the  same  fractures,  just  upon  the  edge,  take  place 
with  the  central  cliff  above  the  right-hand  fall,  and  how 
the  force  of  the  water  is  told  us  by  the  confusion  of  de- 
bris accumulated  in  its  channel.  In  fact,  the  great  qual- 
ity about  Turner's  drawings  wliieh  more  especially 
proves  their  transcendent  truth,  is  the  capability  they 
afford  us  of  reasoning  on  past  and  future  phenomena, 
just  as  if  WG  had  the  actnal  rocks  before  us ;  for  this  in- 
dicates not  that  one  tnith  is  given,  nor  nnotlier,  not  that 
a  pretty  or  interesting  morsel  has  been  selected  here 
and  there,  but  that  the  whole  tnith  has  Iwen  given,  with 
all  the  relations  of  its  parts;  so  that  we  can  pick  and 
choose  our  points  of  pleasure  or  of  thought 
wiMwe  WMorT  is  for  ouTselvcB,  and  reason  upon  the  whole 
iiiii'otiL!  diBw-  with  the  same  certainty  which  we  should 
^'  after  having  climbed  and  hammered  over 

the  rocks  bit  by  bit.  With  this  drawing  before  him,  a 
geologist  could  give  a  lecture  upon  the  whole  system  of 
aqueous  erosion,  and  speculate  as  safely  upon  the  past 
and  future  states  of  this  very  spot,  as  if  he  were  standing 
and  getting  wet  with  the  spray.  He  would  tell  you,  at 
once,  that  the  waterfall  was  in  a  state  of  rapid  recession; 
that  it  had  once  formed  a  wide  cataract  just  at  the  spot 
where  the  figure  is  sitting  on  the  heap  of  dcjbris ;  and 
that  when  it  was  there,  jiart  of  it  came  don'n  by  the  chan- 
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nel  on  the  left,  ita  bed  being  still  marked  by  the  deli- 
cately  chiselled  lines  of  fissure.  He  would  tell  you  that 
the  foreground  had  also  once  been  the  top  of  the  fall, 
and  that  the  vertical  fissures  on  the  ripht  of  it  were  evi- 
dently then  the  channel  of  a  side  stream.  He  would  tell 
you  that  the  fall  was  then  much  lower  than  it  is  now, 
and  that  being  lower,  it  had  leas  force,  and  cut  itself  a 
narrower  bed:  and  that  the  spot  where  it  reached  the 
higher  precipice  is  marked  by  the  expansion  of  the  wide 
bafiin  which  its  increased  \nolence  has  excavated,  and  by 
the  gradually  increasing  concaWty  of  the  rocks  below, 
which  we  see  have  been  hollowetl  into  a  complete  vault 
by  the  elastic  Ixtund  of  the  water.  But  neither  he  nor  I 
could  tell  you  with  what  exquisite  and  finished  maiking 
of  every  fragment  and  particle  of  soil  or  i-ock,  both  in  its 
own  structure  and  the  evidence  it  bears  of  these  great 
influences,  the  whole  of  this  is  confirmed  and  carried 
ont. 

With  this  inimitable  drawing   we  may  compare  the 
rocka  in  the  foreground  of  the  Llauthony.    These  latter 
are  not  divided  by  joints,  but   into  thin 
horizontal    and    united  beds,   which    the    instance    oc   u 
torrent  in  its  times  of  flood  has  chiselled    mT™]™  in ^ 

■,  leaving  one  exposed  under  another,  °^' 

■with  the  sweeping  marks  of  its  eddies  upon  their  edges. 
And  here  we  have  an  instance  of  an  exception  to  a  gen- 
eral rule,  occasioned  V)y  particular  and  local  action.  We 
have  seen  that  the  action  of  water  over  any  surface,  nni- 
vtrsaUt/,  whether  falling,  as  in  rain,  or  sweeping,  as  a 
torrent,  induces  convexity  of  form.  But  when  we  have 
rocks  in  xitu,  as  here,  exposed  at  their  edges  to  the  vio- 
lent action  of  an  eddy,  that  eddy  will  cut  a  vault  or  cir- 
cular spac«  for  itself  (as  we  saw  on  a  large  scale  with 
the  high  waterfall),  and  we  have  a  concave  curve  inter- 
rupting the  general  contours  of  the  rock.  And  thus 
Tomer  (while   every  edge  of   his   masses   is  rounded, 
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(ind,  the  moment  we  rise  above  the  level  of  the  water, 
all  is  convex)  has  intemipted  the  great  contours  of  his 
strata  with  concave  ctirves,  precisely  where  the  last 
waves  of  the  torrent  Lave  swept  against  the  exposed 
edges  of  the  beds.  Nothing  could  more  strikingly  prove 
the  depth  of  that  knowledge  by  which  every  touch  of 
this  consummate  artist  is  regulated,  that  imiversal  com- 
mand of  Bub3ect  which  never  acts  for  a  moment  on  any- 
thing conventional  or  habitual,  but  fills  every  comer  and 
space  witli  new  evidence  of  knowledge,  and  fresh  mani- 
festation of  thought. 

The  Lower  Fall  of  the  Tees,  with  the  chain -bridge, 
might  serve  us  for  an  illustration  of  all  the  properties 
(  K.  TninBT-B  and  fonnfi  of  vertical  beds  of  rock,  as  the 
Shrf^iwkii^  upper  fall  has  of  horizontal ;  but  we  pass 
weathtred  Btone.  rather  to  observe,  in  detached  pieces  of 
foreground,  the  particiJar  modulation  of  parts  which 
cannot  be  investigated  in  the  grand  combinations  of  gen- 
eral mass. 

The  blocks  of  stone  which  form  the  foreground  of  the 
Ulleswater  are,  I  believe,  the  finest  example  in  the  world 
of  the  finished  drawing  of  rocks  which  have  been  sub- 
jected to  violent  aqueous  action.  Their  surfaces  seem 
to  palpitate  from  the  fine  touch  of  the  waves,  and  ever;' 
part  of  them  is  rising  or  falling  in  soft  swell  or  gentle 
depression,  though  the  eye  can  scarcely  trace  the  fine 
shadows  on  which  this  chiselling  of  the  surface  depends. 
And  with  all  this,  every  block  of  them  has  individual 
character,  dependent  on  the  expression  of  the  angular 
lines  of  which  its  contours  were  first  formed,  and  which 
is  retained  and  felt  through  all  the  modulation  and  melt- 
ing of  the  water-worn  surface.  And  what  is  done  here 
in  the  most  important  part  of  the  picture,  to  be  especi- 
ally attractive  to  the  eye,  is  often  done  by  Turner  with 
lavish  and  overwhelming  power,  in  the  accumulated  de- 
bris of  a  wide  foreground,  strewed  with  the  ruin  of  ages, 
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as,  for  instance,  in  the  Jonction  of  the  Greta  and  Tees, 
where  he  has  choked  the  torrent  bed  with  the  mass  of 
shattered  rock,  thrown  domi  with  the  profusion  and 
carelessness  of  nature  herself;  and  yet  eveiy  separate 
block  is  a  study  (and  has  e^-idently  been  drawn  from 
nature),  chiselled  and  varied  in  its  parts,  as  if  it  were  to 
be  the  chief  member  of  a  separate  subject ;  yet  without 
ever  losing,  in  a  single  instance,  its  subordinate  position, 
or  occasioning,  throughout  the  whole  accmnulated  mul- 
titude, the  repetition  of  a  single  line. 

I  consider  cases  like  these,  of  perfect  finish  and  new 
conception,  applied  and  exerted  in  the  drawing  of  every 
member  of  a  confused  and  almost  count-  „  ,  a  , 
lessly-divided  system, about  the  most  won-  plicated  to™- 
derful,  as  well  as  the  most  characteristic, 
passages  of  Turner's  foregrounds.  It  is  done  not  less 
marvellously,  though  less  distinctly,  in  the  individual 
parts  of  all  his  broken  ground,  as  in  examples  like  these 
of  separate  blopks.  The  articulation  of  such  a  passage 
as  the  nearest  bank,  in  the  picture  we  have  already  spo- 
ken of  at  so  great  length,  the  Upper  Fall  of  the  Tees, 
might  serve  us  for  a  day's  study,  if  we  were  to  go  into 
it  part  by  part :  but  it  is  impossible  to  do  this,  except 
with  the  pencil ;  we  can  only  repeat  the  same  general 
observations,  about  eternal  change  and  unbroken  unity, 
and  tell  yoii  to  observe  how  the  eye  is  kept  throughout 
on  solid  and  retiring  surfaces,  instead  of  being  thrown, 
as  by  Claude,  on  flat  and  equal  edges.  Ton  cannot  find 
a  single  edge  in  Turner's  work ;  you  are  everywhere  kept 
upon  round  surfaces,  and  you  go  back  on  these  you 
cannot  tell  how  —  never  taking  a  leap,  but  progressing 
imperceptibly  along  the  unbroken  bank,  till  you  find 
yourself  a  quarter  of  a  mile  into  the  picttire,  beside  the 
figure  at  the  bottom  of  the  waterfall. 

Finally,  the  bank  of  earth  on  the  right  of  the  grand 
drawing  of  Fenmaen  Mawr,  may  be  taken  as  the  standard 
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of  the  representation  of  soft  soil  modelled  by  descend- 
ing rain;  and  may  serve  to  show  us  how  exquisite  in 
I  S3  Andofiooae  character  are  the  resultant  lines,  and  how 
*^^'  full  of  every  species  of  attractive  and  even 

sublime  quality,  if  we  only  are  wise  enough  not  to  scorn 
the  study  of  them.  The  higher  the  mind,  it  may  be 
taken  as  a  universal  rule,  the  less  it  will  scorn  that 
which  appears  to  be  small  or  unimportant ;  and  the  rank 
of  a  painter  may  always  be  determined  by  observing  how 
he  uses,  and  with  what  respect  he  views,  the  minutisB  of 
nature.  Greatness  of  mind  is  not  shown  by  admitting 
small  things,  but  by  making  small  things  great  under  its 
influence.  He  who  can  take  no  interest  in  what  is  small, 
will  take  false  interest  in  what  is  great ;  he  who  cannot 
make  a  bank  sublime,  will  make  a  mountain  ridiculous. 

It  is  not  until  we  have  made  ourselves  acquainted  with 
these  simple  facts  of  form,  as  they  are  illustrated  by  the 

slighter  works  of  Turner,  that  we  can  be- 

199.    The  unison  in  i       i     j  •         i-l 

of  all  in  the  ideal    come  at  all  Competent  to  enjoy  the  com- 

f orefirroonds  of  the      i*i*  «ii*  t  i  i-i        -«r 

Academy  pict-  biuatiou  of  all,  lu  such  works  as  the  Mer- 
"^'  cury  and  Argus,  or  Bay  of  Baiie,  in  which 

the  mind  is  at  first  bewildered  by  the  abundant  outpour- 
ing of  the  master's  knowledge.  Often  as  I  have  paused 
before  these  noble  works,  I  never  felt  on  returning  to 
them  as  if  I  had  ever  seen  them  before ;  for  their  abun- 
dance is  so  deep  and  various  that  the  mind,  according  to 
its  own  temper  at  the  time  of  seeing,  perceives  some  new 
series  of  truths  rendered  in  them,  just  as  it  would  on  re- 
visiting a  natural  scene ;  and  detects  new  relations  and 
associations  of  these  truths  which  set  the  whole  picture 
in  a  different  light  at  every  return  to  it.  And  this  effect 
is  especially  caused  by  the  management  of  the  fore- 
ground ;  for  the  more  marked  objects  of  the  picture  may 
be  taken  one  by  one,  and  thus  examined  and  known ; 
but  the  foregrounds  of  Turner  are  so  united  in  all  their 
parts  that  the  eye  cannot  take  them  by  divisions,  but  is 
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guided  from  stone  to  stone,  and  bank  to  bank,  discover- 
ing truths  totally  different  in  aspect,  according  to  the 
direction  in  which  it  approaches  them,  and  approaching 
them  in  a  different  direction,  and  viewing  them  as  a  part 
of  a  new  system,  every  time  that  it  begins    ^^     .    ^  .^ 

•^  '  •'.  °  180.     And  the 

its  course  at  a  new  point.      One  lesson,    great  i©»»on  to  be 

,  .  .Ill  1  J    -I         -11       received  from  alL 

however,  we  are  invariably  taught  by  all, 
however  approached  or  viewed — that  the  work  of  the 
Great  Spirit  of  nature  is  as  deep  and  unapproachable  in 
the  lowest  as  in  the  noblest  objects  —  that  the  Divine 
mind  is  as  visible  in  its  full  energy  of  operation  on  every 
lowly  bank  and  mouldering  stone,  as  in  the  lifting  of  the 
pillars  of  heaven,  and  settling  the  foundation  of  the 
eaxth ;  and  that  to  the  rightly  perceiving  mind,  there  is 
the  same  infinity,  the  same  majesty,  the  same  power,  the 
same  unity,  and  the  same  perfection,  manifest  in  the 
casting  of  the  clay  as  in  the  scattering  of  the  cloud,  in 
the  mouldering  of  the  dust  as  in  the  kindling  of  the  day- 
star 
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OF  TRUTH  OF  WATEB. 


CHAPTEE  L 

OF  WATER,  AS  PAINTED  BY  THE  ANCIENTS. 

Of  all  inorganic  substances,  acting  in  their  own  proper 
nature,  and  without  assistance  or  combination,  water  is 
the  most  wonderful.  If  we  think  of  it  as  the  source  of 
1 1.  Sketch  of  the  ^^  t^®  chaugefulness  and  beauty  which  we 
fSSte^'^S^eSy  *5  iiav©  seen  in  clouds ;  then  as  the  instm- 
water.  meut  by  which  the  earth  we  have  con- 

templated was  modelled  into  symmetry,  and  its  crags 
chiselled  into  grace;  then  as,  in  the  form  of  snow,  it 
robes  the  mountains  it  has  made,  with  that  transcendent 
light  which  we  could  not  have  conceived  if  we  had  not 
seen ;  then  as  it  exists  in  the  form  of  the  torrent — in  the 
iris  which  spans  it,  in  the  morning  mist  which  rises  from 
it,  in  the  deep  crystalline  pools  which  mirror  its  hang- 
ing shore,  in  the  broad  lake  and  glancing  river ;  finally, 
in  that  which  is  to  all  human  minds  the  best  emblem  of 
unwearied,  unconquerable  power,  the  wild,  various,  fan- 
tastic, tameless  unity  of  the  sea ;  what  shall  we  compare 
to  this  mighty,  this  universal  element,  for  glory  and  for 
beauty  ?  or  how  shall  we  follow  its  eternal  chaugefulness 
of  feeling  ?    It  is  like  trying  to  paint  a  soul. 

To  suggest  the  ordinary  appearance  of  calm  water — to 
lay  on  canvas  as  much  evidence  of  surface  and  reflection 
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as  may  make  us  understand  that  water  is  meant — is,  per- 
haps, the  easiest  task  of  art ;  and  even  ordinary  running 
or  falling  water  may  be  sufficiently  ren- 
dered,  by  observing  careful  curves  of  pro-  witiiwiiiehBcoiii- 
jection  with  a  dark  ground,  and  breaking  utm  oi  ii  maj !» 
a  little  white  over  it,  aa  we  see  done  with  pomibintj  of 
judgment  and  truth  by  Euysdael.     Cut  to    *  "^ 

paint  the  actual  play  of  hue  on  the  reflective  surface,  or 
to  give  the  forms  and  fury  of  water  when  it  begins  to 
show  itself— to  give  the  flashing  and  rocket-like  velocity 
of  a  aoblo  cataract,  or  the  precision  and  grace  of  the  sea 
waves,  so  exquisitely  modelled,  though  so  mockingly 
transient — so  mountainous  in  its  form,  yet  so  cloud-like 
in  its  motion — with  its  variety  and  delicacy  of  color, 
when  every  ripple  and  wreath  has  some  peculiar  passage 
of  reflection  upon  itself  alone,  and  the  radiating  and 
scintillating  sunbeams  are  mixed  with  the  dim  hues  of 
transparent  depth  and  dark  rock  below  ;^to  do  this  per- 
fectly, is  Iwyond  the  power  of  man ;  to  do  it  even  par- 
tially, has  been  granted  to  but  one  or  two,  even  of  those 
few  who  have  dared  to  attempt  it. 

Ah  the  general  laws  which  govern  the  appearances  of 
water  have  equal  eflect  on  idl  its  forms,  it  would  be  in- 
judicious to  treat  the  subject  in  divisions ;  ^_ 
;,,                  ,                ,.,                     ,,                       IS.    Difflcnlty  of 
for  the  same  forces  which  govern  the  waves    g™i"fJr  diYidiDg 

and  foam  of  the  torrent,  are  equally  influ- 
ential on  those  of  the  sea ;  and  it  will  be  more  convenient 
to  glance  generally  at  the  system  of  water-painting  of 
each  school  and  artist,  than  to  devote  separate  chapters 
to  the  examination  of  the  lake,  river,  or  sea-painting  of 
all.  We  shall,  therefore,  vary  our  usual  jtlan,  and  look 
first  at  the  water-painting  of  the  luicients ;  then  at  that 
of  the  modems  generally ;  lastly,  at  that  of  Turner. 

It  is  necessary  in  the  outset  to  state  briefly  one  or  two 
of  the  optical  conditions  by  which  the  appearance  of  the 
snr&ce  of  water  ia  aflected ;  to  describe  them  all  would 
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require  a  separate  essay,  even  if  I  possessed  the  req- 
uisite knowledge,  whicli  I  do  not.  The  accidental  mod- 
I  i.  imwcnracT  Jfications  uuder  which  general  laws  come 
^^lunong*"^'  "^*o  pl^y  "^6  innumerable,  and  often,  in 
J*'"'™^  their  extreme  complexity,  inexplicable,  I 

suppose,  even  by  men  of  the  most  extended  optical 
knowledge.  What  I  shall  here  state  are  a  few  only  of 
the  broadest  laws  verifiable  by  the  reader's  immediate 
observation,  but  of  which,  nevertheless,  I  have  found 
artists  frequently  ignorant;  owing  to  their  habit  of 
sketching  from  nature  without  thinking  or  reasoning, 
and  especially  of  finishing  at  home.  It  is  not  often,  I 
believe,  that  an  artist  draws  the  reflections  in  water  as 
he  sees  them ;  over  lar^e  spaces,  and  in  weather  that  is 
not  very  calm,  it  is  nearly  impossible  to  do  so ;  when  it 
is  possible,  sometimes  in  haste,  and  sometimes  in  idle- 
ness, and  sometimes  under  the  idea  of  impi-o^ing  nature, 
they  are  slurred  or  misrepresented ;  it  is  so  easy  to  give 
something  like  a  suggestive  resemblance  of  calm  water, 
that,  even  when  the  landscape  is  finished  from  nature, 
the  water  is  merely  indicated  as  something  that  may  be 
done  at  any  time,  and  then,  in  the  homo  work,  come  the 
cold  leSiden  grays  with  some,  and  the  violent  blues  and 
greena  with  others,  and  the  horizonal  lines  with  the 
feeble,  and  the  bright  touches  and  spai'kles  with  the 
dexterous,  and  everything  that  ia  shallow  and  common- 
place with  all.  Now,  the  fact  is,  that  there  is  hardly  a 
roadside  pond  or  pool  which  has  not  as  much  landscape 
in  it  as  above  it.  It  ia  not  the  brown,  muddy,  dull  thing 
we  suppose  it  to  be ;  it  has  a  heart  like  ourselves,  and  in 
the  bottom  of  that  there  are  the  boughs  of  the  tall  trees, 
and  the  blades  of  the  shaking  grass,  and  all  manner  of 
hues,  of  variable,  pleasant  light  out  of  the  sky ;  nay,  the 
ugly  gntter  that  stagnates  over  the  drain  bars,  in  the 
heart  of  the  foul  city,  is  not  altogether  base ;  down  in 
that,  if  you  will  look  deep  enough,  you  may  see  the  dark. 
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serious  blue  of  far-off  sky,  and  the  passing  of  pure 
clouds.  It  is  at  your  own  will  that  you  see  in  that 
despised  stream,  either  the  refuse  of  the  street,  or  the 
image  of  the  sky — so  it  is  with  almost  all  other  things 
that  we  unkindly  despise.  Now,  this  far-seeing  is  just 
the  difference  between  the  great  and  the  vulgar  painter ; 
the  common  man  knows  the  roadside  pool  is  muddy,  and 
draws  its  mud ;  the  great  painter  sees  beneath  and  behind 
the  brown  surface  what  will  take  him  a  day's  work  to  fol- 
low, but  he  follows  it,  cost  what  it  will.  And  if  paint- 
ers would  only  go  out  to  the  nearest  common  and  take 
the  nearest  dirty  pond  among  the  furze,  and  draw  that 
thoroughly,  not  considering  that  it  is  water  that  they  are 
drawing,  and  that  water  must  be  done  in  a  certain  way ; 
but  drawing  determinedly  what  they  see,  that  is  to  say, 
all  the  trees,  and  their  shaking  leaves,  and  all  the  hazy 
passages  of  disturbing  sunshine ;  and  the  bottom  seen  in 
the  clearer  little  bits  at  the  edge,  and  the  stones  of  it, 
and  all  the  sky  and  the  clouds  far  down  in  the  middle, 
drawn  as  completely,  and  more  delicately  they^  must  be, 
than  the  real  clouds  above,  they  would  come  home  with 
such  a  notion  of  water-painting  as  might  save  me  and 
everyone  else  all  trouble  of  writing  more  about  the  mat- 
ter ;  but  now  they  do  nothing  of  the  kind,  but  take  the 
ugly,  round,  yellow  surface  for  granted,  or  else  improve 
it,  and,  instead  of  giving  that  refined,  complex,  delicate, 
but  saddened  and  gloomy  reflection  in  the  polluted 
water,  they  clear  it  up  with  coarse  flashes  of  yellow, 
and  green,  and  blue,  and  spoil  their  own  eyes,  and  hurt 
ours ;  failing,  of  course,  still  more  hopelessly  in  touch- 
ing the  pure,  inimitable  light  of  waves  thrown  loose; 
and  so  Canaletto  is  still  thought  to  have  painted  canals, 
and  Vandevelde  and  Backhuysen  to  have  painted  sea, 
and  the  uninterpreted  streams  and  maligned  sea  hiss 
shame  upon  us  from  all  their  rocky  beds  and  hollow 
shores. 
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I  approach  tliia  poi't  of  my  subject  with  more  despon- 
dency thaii  any  other,  and  that  lor  several  reasons ;  first, 
the  water -pain  ting  of  all  the  elder  land- 
troaun^  Liii»  part    scape  pa,inter8,  excepting  a  few  of  the  bet- 
* '"  '  ter  passages  of  Claude  and  Enysdaol,  is  so 

execrable,  so  beyond  all  expression  and  explanation  bad ; 
and  Claude's  and  Suysdael's  best  so  cold  and  valueless, 
that  I  do  not  know  how  to  address  those  who  like  such 
painting ;  I  do  not  know  what  their  sensations  are  re- 
specting sea,  I  can  perceive  nothing  in  Vandevelde  or 
Backhuysen  of  the  lowest  redeeming  merit ;  uo  power, 
no  presence  of  intellect^ — or  evidence  of  perception — of 
any  sort  or  kind ;  no  resemblance — even  the  feeblest — 
of  anything  natural ;  no  invention — even  the  most  slug- 
gish— of  anything  agreeable.  Had  they  given  us  star- 
ing green  seas  with  hatchet  edges,  such  as  we  see  Her 
Majesty's  ships  so-and-so  fixed  into  by  the  heads  or 
stems  in  the  fii-st  i-oom  of  the  Royal  Academy,  the  admi- 
ration of  them  would  have  been  comprehensible ;  thei-e 
being  a  natural  predilection  in  the  mind  of  men  for 
green  waves  witli  curling  tops,  but  not  for  clay  and  wool ; 
so  that,  though  I  con  understand,  in  some  sort,  why  peo- 
ple odmixe  everything  else  in  old  art,  why  they  admire 
Salvator's  rocks,  and  Claude's  foregrounds,  and  Hob- 
bima's  trees,  and  Paul  Potter's  cattle,  and  Jan  Steen's 
pans;  and  while  I  can  perceive  in  all  these  likings  a 
root  which  seems  right  and  legitimate,  and  to  be  ap- 
pealed to ;  yet  when  I  find  they  can  even  endure  the  ai<fht 
of  a  Backhuyaen  on  their  room  walls  (I  speak  seriously), 
it  makes  me  hopeless  at  once.  I  may  be  wrong,  or  they 
may  be  wrong,  but  at  least  I  can  conceive  of  no  principle 
or  opinion  common  between  us,  which  either  can  address 
or  understand  in  the  other ;  and  yet  I  am  wrong  in  this 
want  of  conception,  for  I  know  that  Turner  once  liked 
Vandevelde,  and  I  can  trace  the  evil  influence  of  Vande- 
velde on  most  of  his  early  sea-painting;  but  Turner  cer- 
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tainly  could  not  have  liked  Vandevelde  without  aonie  le- 
gitimate cause.  Another  discouraging  point  is  that  I 
cannot  catch  a  wave,  nor  Daguerreotype  it,  and  so  there 
is  no  coming  to  pure  demonstration ;  but  the  forms  and 
hues  of  water  must  always  be  in  some  measure  a  matter 
of  dispute  and  feeling,  and  the  more  so  because  there  is 
no  perfect  or  even  tolerably  perfect  sea-painting  to  refer 
to :  the  sea  never  has  been,  and  I  fancy  never  will  be 
nor  can  be,  painted ;  it  is  only  suggested  by  means  of 
more  or  less  spiritual  and  intelligent  conventionalism ; 
and  though  Turner  has  done  enough  to  suggest  the  sea 
mightily  and  gloriously,  after  all  it  is  by  conventional- 
ism still,  and  there  remains  so  much  that  is  unlike  nat- 
ure, that  it  is  always  possible  for  those  who  do  not  feel 
his  power  to  justify  their  dislike,  on  very  sufficient  and 
reajsonable  grounds ;  and  to  maintain  themselves  obsti- 
nately unreceptant  of  the  good,  by  insisting  on  the  defi- 
ciency which  no  mortal  hand  can  supply,  and  which 
commonly  is  most  manifest  on  the  one  hand,  where  most 
has  been  achieved  on  the  other. 

With  calm  water  the  case  is  diflferent.  Facts  are  as- 
certainable and  demonstrable  there,  and  by  the  notice  of 
one  or  two  of  the  simplest,  we  may  obtain  some  notion 
of  the  little  success  and  intelligence  of  the  elder  paint- 
ers in  this  easier  field,  and  so  prove  their  probable  fail- 
ure in  contending  with  greater  difficulties. 

First:  Water,  of  course,  owing  to  its  transparency, 
possesses  not  a  perfectly  reflective  surface,  like  that  of 
speculum  metal,  but  a  surface  whose  roflec- 

.,  -,,  ,,  ii8  6-    CJeneral  laws 

tive  power  is  dependent  on  the  angle  at  which  re cni ate 
which  the  rays  to  be  reflected  fall.     The    w^r.^°F?rirthe 

n        J.-L  •  1       XI  J.  xi  imperfeetion   of 

smaller  this  angle,  the  greater  are  the  nnm-  its  reflective  .^ur- 
ber  of  rays  reflected.  Now,  according  to  ^^' 
the  number  of  rays  reflected  is  the  force  of  tlio  image  of 
objects  above,  and  according  to  th(*  number  of  rays  trans- 
mitted is  the  perceptibility  of  objects  below  the  water. 
7 
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Hence  the  visible  transparencj'  and  reflective  power  of 
water  ai'e  in  inverse  ratio.  In  looking  down  into  it  from 
above,  we  receive  trautsmitted  rays  wliich  exhibit  either 
the  bottom,  or  the  objects  floating  in  the  wattri  or  else, 
if  tile  water  be  deep  and  clear,  we  receive  very  few  rays, 
and  the  water  looks  blocik.  In  looking  alouc^  water  we 
receive  reflected  rays,  and  tbei'oforo  the  imnge  of  objects 
above  it.  Hence,  in  shallow  water  on  a  level  shore  the 
bottom  is  seen  at  our  feet,  clearly ;  it  becomes  more  and 
more  obscure  as  it  retires,  even  though  the  water  do  not 
increase  in  depth,  and  at  a  distance  of  twelve  or  twenty 
yards — more  or  less  according  to  our  height  above  the 
water — becomes  entirely  invisible,  lost  in  the  histre  of 
the  reflected  surface. 

Second:  The  brighter  the  objects  reflected,  the  larger 
the  angle  at  which  reflection  is  visible;  it  is  always 
1 1.  Tho  inherent  to  be  rsmemliered  that,  strictly  speaking, 
oee  dark  reflfc-  Only  light  objects  are  reflected,  and  that 
ii«%ffmt  bri^w  the  darker  ones  are  seen  only  in  propor- 
"""^  tion  to  the  number  of  rays  of  light  that 

they  can  send ;  so  that  a  dark  object  comparatively  loses 
its  power  to  affect  the  surface  of  water,  and  the  water  in 
the  space  of  a  dark  reflection  is  seen  partially  with  the 
inu^e  of  the  object,  ajid  partially  transparent.  It  will 
be  found  on  observation  that  under  a  bank— suppose 
with  dark  trees  above  showing  .spaces  of  bright  sky,  the 
bright  sky  is  reflected  distinctly,  and  the  bottom  of  the 
water  is  in  those  spaces  not  seen  ;  but  in  the  dark  spaces 
of  reflection  we  see  the  bottom  of  the  water,  and  the 
color  of  that  bottom  and  of  the  water  itself  mingles  with 
and  modifles  that  of  the  color  of  the  trees  casting  the 
dark  reflection. 

This  is  one  of  the  most  beautiful  circmnatances  con- 
nected with  water  surface,  for  by  these  means  a  variety 
of  color  and  a  grace  and  evanescence  are  introduced  in 
the  reflection  otherwise  impossible.    Of  course  at  great 
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distances  even  the  darkest  objects  cast  distinct  imagres, 
and  the  hue  of  the  water  cannot  be  seen,  but  in  near 
water  the  occurrence  of  its  own  color  modifying  the  dark 
reflections,  while  it  leaves  light  ones  unaffected,  is  of 
infinite  value. 

Take,  by  way  of  example,  an  extract  from  my  own 
diary  at  Venice. 

"  May  17th,  4  p.m.  Looking  east  the  water  is  calm, 
and  reflects  the  sky  and  vessels,  with  this  peculiarity ; 
the  sky,  which  is  pale  blue,  is  in  its  reflection  of  the 
same  kind  of  blue,  only  a  little  deeper ;  but  the  vessels' 
hnils,  which  are  blacky  are  rqfleeted  in  pale  sea-green,  i.e., 
the  natural  color  of  the  water  under  sunlight ;  while  the 
orange  masts  of  the  vessels,  wet  with  a  recent  shower,  are 
reflected  without  chwuje  of  color,  only  not  quite  so  bright 
as  above.  One  ship  has  a  white,  another  a  red,  stripe," 
(I  ought  to  have  said  horizontal  along  the  gunwales,) 
*  of  these  the  water  takes  no  notice.' 

"  What  is  curious,  a  boat  passes  across  with  white  and 
dark  figures,  the  water  reflects  the  dark  ones  in  green, 
and  misses  out  all  the  white ;  this  is  chiefly  owing  to 
the  (lark  images  being  opposed  to  the  bright  reflected 
sky." 

I  have  left  the  passage  about  the  white  and  red  stripe, 
because  it  will  be  useful  to  us  jiresently  ;  all  that  I  wish 
to  insist  upon  here  is  the  showing  of  the  local  color  (pea 
gi-een)  of  the  water  in  the  spaces  which  were  occupied  by 
dark  reflections,  and  the  unaltered  color  of  the  bright 
ones. 

Third :  Clear  water  takes  no  shadow,  and  that  for  two 
reasons ;  A  perfect  surface  of  speculum  metal  takes  no 
shadow  (this  the  reader  may  instantly  §8.  water  takes 
deTuonstrate  for  himself,)  and  a  i)orf(^ctly  °"''***^"^'- 
transparent  body  as  air  takes  no  shadow ;  hence  water, 
whether  transparent  or  reflective,  tak(»s  no  shadow. 

But  shadows,  or  the  forms  of  them,  appear  on  water 
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frequently  and  sharply :  it  is  necessary  carefully  to  ex- 
plain the  causes  of  these,  as  they  are  one  of  the  most 
eminent  sources  of  error  in  water-painting-. 

First:  Water  in  shade  is  much  more  reflective  than 
water  in  sunlight.  Under  sunlight  the  local  color  of  the 
water  is  commonly  vigorous  and  active,  and  forcibly 
affects,  as  we  have  seen,  all  the  dark  reflections,  com- 
monly diminishing  their  depth.  Under  shade,  the  re- 
flective power  is  in  a  high  degree  increased,*  and  it  will 
be  foimd  most  frequently  that  the  forms  of  shadows  are 
expresseil  on  the  surface  of  water,  not  by  actual  shade, 
but  by  more  genuine  reflection  of  objects  above.  This  is 
another  most  important  and  valuable  circumstance,  and 
we  owe  to  it  some  phenomena  of  the  highest  beauty. 

A  very  muddy   river,   as  the    Amo  for   instance  at 
Florence,  is  seen  during  sunshine  of  its  own  yellow  color, 
rendering  all  reflections  discolored  and  feeble.     At  twi- 
light it  recovers  its  reflective  power  to  the  fullest  extent, 
and  the  mountains  of  Carrara  are  seen  reflected  in  it  as 
clearly  as  if  it  were  a  crj'stalline  lake.    The  Mediter- 
i-aneim,  whose  determined  blue  yields  to  hardly  any  modi- 
fying color  in  daytime,  receives  at  evening  the  image  of 
its  rocky  shores.     On  our  own  seas,  seeming  shadows 
are  seen  constiuitly  cast  in  purple  and  blue,  upon  jiale 
grei^n.     These  iire  no  shadows,  but  the  pure  reflection  of 
dark  or  blue  sky  above,  seen  in  the  shadowed   space, 
refused  by  the  local  color  of  the  sea  in  the  sun-lighted 
spaces,  and  turned  more  or  less  purple  by  the  opposition 
of  the  vivid  green. 

AVt]'  have  seen,  however,  above,  that  the  local  color  of 
wjiter,  while  it  comi^aratively  refuses  dark  reflections, 
accepts  bright  ones  without  deadening  them.     Hence, 

*  I  state  this  mcrch*  as  a  fact :  I  am  unable  satisfactorily  to  account 
for  it  on  oi)tical  principles,  and  were  it  otherwise,  the  investigation 
would  be  of  little  interest  to  the  general  reader,  and  little  value  to  the 

artist. 
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when  a  shadow  is  thrown 'across*  a* sjiacd. of  !\»*L{er<vf 
strong  local  color,  receiving,  alternately,  light  and  dark 
reflections,  it  has  no  power  of  increasing 
the  reflectiveness  of  the  water  in  the  bright    of  dirk  peflecdona 

..•1 11  f     f      ••i<         •!      1  by  Bhadow. 

spaces,  still  less  of  diminishing  it ;  hence, 
on  all  the  dark  reflections  it  is  seen  more  or  less  dis- 
tinctly, on  all  the  light  ones  it  vanishes  altogether. 

Let  us  take  an  instance  of  the  exquisite  complexity  of 
effect  induced  by  these  various  circumstances  in  co-oper- 
ation. 

Suppose  a  space  of  clear  water  showing  the  bottom 
under  a  group  of  trees,  showing  sky  through  their 
branches,  casting  shadows  on  the  surface  of  the  water, 
which  we  will  suppose  also  to  possess  some  color  of  its 
own.  Close  to  us,  we  shall  see  the  bottom,  with  the 
shadows  of  the  trees  clearly  thrown  upon  it,  and  the 
color  of  the  water  seen  in  its  genuineness  by  transmitted 
light.  Farther  off,  the  bottom  will  be  gradually  lost 
sight  of,  but  it  will  be  seen  in  the  dark  reflections  much 
farther  than  in  the  light  ones.  At  last  it  ceases  to  affect 
even  the  former,  and  the  pure  surface  effect  takes  place. 
The  blue  bright  sky  is  reflected  truly,  but  the  dark  trees 
are  reflected  imperfectly,  and  the  color  of  the  water  is 
seen  instead.  AVliere  the  sliadow  falls  on  these  dark  re- 
flections a  darkness  is  seen  plainly,  wliicli  is  found  to  be 
composed  of  the  pure  clear  reflection  of  the  dark  trees ; 
when  it  crosses  the  reflection  of  the  sky,  the  shadow  of 
course,  being  thus  fictitious,  vanishes. 

Farther,  of  course,  on  whatever  dust  and  other  foulness 
may  be  present  in  water,  real  shadow  falls  clear  and  dark 
in  proportion  to  the  quantity  of  solid  substance  present. 
On  very  muddy  rivers,  real  shadow  falls  in  sunlight 
nearly  as  sharply  as  on  land :  on  our  o^vn  sea,  the  ap- 
parent shadow  caused  by  increased  reflection,  is  much 
increased  in  depth  by  the  chalkiness  and  impurity  of  the 
water. 
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':  .'■VirtHer.Vlwii  silffflce  ia  rippled,  every  ripple,  ap  to  a 
certain  variable  distance  on  each  side  of  the  spectator, 
and  at  a  certain  angle  between  him  and  the  sun,  varying 
with  the  sizti  and  shape  of  the  ripplea,  retlecta  to  him  a 
small  image  of  the  sun.  Hence  those  dazzling  fields  of 
expanding  light  so  often  seen  upon  the  aea. 

Any  object  that  comes  between  the  sun  and  these 
ripples,  takes  from  them  the  power  of  reflecting  the  sun, 
and  in  consequence,  all  their  light ;  heuee  any  interven- 
ing objects  cast  apparent  shadows  upon  such  spaces  of 
intense  force,  and  of  the  exact  shape,  and  in  the  exact 
place  of  real  shatlows,  and  yet  which  ai'e  no  more  real 
shadows  than  the  withdrawal  of  an  image  of  a  piece  of 
white  paper  from  a  mirror  is  a  shaJow  on  the  mirror. 
Farther,  in  all  shallow  water,  more  or  less  in  proportion 
to  its  shallowness,  but  in  some  measure,  I  suppose,  up  to 
depths  of  forty  or  fifty  fathoms,  and  perhaps  more,  the 
local  color  of  the  water  depends  in  great  measure  on 
light  reflected  from  the  bottom.  This,  however,  iB 
espeeinlly  manifest  in  clear  rivers  like  the  Khone,  where 
the  absence  of  the  light  reflected  from  below  forma  an 
apparent  shatlow,  often  visibly  detaclied  some  distance 
from  the  floating  object  which  casts  it. 
i  1(1  Biamnies  '^^^  following  extract  from  my  own  diary 
oa  ihB  watir  of    at  Geneva,  with  the  subsequent  one,  which 

Ihe  Klione.  .  .  .  ,      ,  .  , 

IB  a  continuation  of  that  ah-eady  given  in 
part  at  Venice,  will  illustrate  both  this  and  the  other 
points  we  have  been  stating : 

"  Geneva,  3l»(  AprS.,  Morning, 
"  The  sunlight  falls  from  the  cypresses  of  Kousseau's 
Island  straight  towards  the  bridge.  The  sliadows  of  the 
bridge  and  of  the  trees  fall  on  the  water  in  leaden  pur- 
ple, opposed  to  its  general  hue  of  aquamarine  green. 
This  green  color  is  caused  by  the  light  being  reflected 
from  the  bottom,  though  the  bottom  is  not  seen ;  as  is 
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evident  by  its  becoming  paler  towards  the  middle  of  the 
river,  where  the  water  shoals,  on  which  pale  part  the 
purple  shadow  of  the  small  bridge  falls  most  forcibly, 
which  shadow,  however,  is  still  only  apparent,  being  the 
absence  of  this  reflected  light,  associated  with  the  in- 
creased reflective  power  of  the  water,  which  in  those 
spaces  reflects  blue  sky  above.  A  boat  swings  in  the 
shoal  water ;  its  reflection  is  cast  in  a  transparent  pea- 
^een,  which  is  considerably  darker  than  the  pale  aqua- 
marine of  the  surface  at  the  spot.  Its  shadow  is  detached 
from  it  just  about  half  the  depth  of  the  reflection  ;  which, 
therefore,  forms  a  bright  green  light  between  the  keel  of 
the  boat  and  its  shadow ;  where  the  shadow  cuts  the 
reflection,  the  reflection  is  darkest  and  something  like 
the  true  color  of  the  boat ;  where  the  shadow  falls  out  of 
the  reflection,  it  is  of  a  leaden  purple,  pale.  The  boat  is 
at  an  angle  of  about  20°  below.  Another  boat  nearer,  in 
deeper  water,  shows  no  shadow  whatsoever,  and  the  re- 
flection is  marked  by  its  transparent  green,  while  the 
surrounding  water  takes  a  lightish  blue  reflection  from 
the  sky." 

The  above  notes,  after  what  has  been  said,  require  no 
comment ;  but  one  more  case  must  be  stated  belonging 
to  rough  water.  Every  large  wave  of  the  sea  is  in  ordi- 
nary" circumstances  di\'ided  into,  or  rather  covered  by, 
innumerable  smaller  waves,  each  of  which,  in  all  proba- 
bility, from  some  of  its  edges  or  surfaces  reflects  the  sun- 
beams ;  and  hence  result  a  glitter,  x)olish,  and  vigorous 
light  over  the  whole  flank  of  the  wave,  which  are,  of 
course,  instantly  withdrawn  within  the  space  of  a  cast 
shadow,  whose  form,  therefore,  though  it  does  not  affect 
the  great  body  or  ground  of  the  water  in  the  least,  is 
sufficiently  traceable  by  the  withdrawal  of  the  high 
lights  ;  also  every  string  and  wreath  of  foam  above  or 
within  the  wave  takes  real  sliadow,  and  thus  adds  to  the 
impression. 
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I  havo  not  stated  one-half  of  tlie  cireumstauceo  wliitli 
produce  or  inllneneo  eflecta  of  shadow  on  water ;  but  lest 
I  should  confuse  or  weary  the  reader,  I  leave  bim  to  pui- 
Bue  the  subject  for  himself ;  enough  having  been  stated 
to  establish  this  general  principle,  that  wlieuever  shadow 
is  seen  on  clear  water,  and,  in  a.  measure,  even  on  foul 
water,  it  is  not,  as  on  lajid,  a  dark  shade  subduing  where 
it  falls  the  sunny  general  hue  to  a  lower  tone ;  but  it  is  a 
apace  of  an  entirely  dififerent  color,  subject  itself,  by  its 
susceptibility  of  reflection,  to  infinite  vaideties  of  depth 
and  hue,  and  liable,  under  certain  circumstances,  to  dis- 
appearaltogether ;  and  that,  therefore,  whenever  we  have 
to  paint  such  shadows,  it  is  not  only  the  hue  of  the  water 
itself  that  we  have  to  consider,  l)ut  all  the  circumstances 
by  which  in  the  position  attributed  to  them  such  shaded 
spaces  coidd  be  affected. 

Fourth :  If  water  bo  rippled,  the  side  of  every  ripple 
next  to  us  reflects  a  piece  of  the  sky,  and  the  side  of 

every  rijiplc  fai-thest  from  us  reflects  a 
rtppic  on  djftani    ]>iece  of  tlie  opposite  shore,  or  of  whatever 

objects  may  be  Ijeyond  the  lipple,  But  as 
we  soon  loose  sight  of  the  farther  sides  of  the  ripples  on 
the  retiring  surface,  the  whole  rippled  space  will  then 
be  reflective  of  the  sky  only.  Thus,  where  calm  distant 
water  receives  reflections  of  high  shores,  every  extent  of 
rippled  surface  appeai-a  as  a  bright  line  interrupting 
that  reflection  with  the  color  of  the  sky. 

Fifth :  "When  a  ripple  or  swell  is  seen  at  such  an  an- 
gle as  to  afford  a  view  of  its  farther  side,  it  carries  the 

reflection  of  objects  farther  down  tliaii 
oi  reflwHSM  b?    calm  water  would.     Therefore  all  motion 

in  water  elongates  reflections,  and  throws 
them  into  confused  vertical  lines.  The  real  amount  of 
this  elongation  is  not  distinctly  visible,  except  in  the 
case  of  very  bright  objects,  and  especially  of  lights,  as  of 
the  sun,  moon,  or  lamps  by  a  river  shore,  whose  reflec- 
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tions  are  hardly  ever  seen  as  circles  or  points,  which  of 
course  they  are  on  perfectly  calm  water,  but  as  long 
streams  of  tremulous  light. 

But  it  is  strange  that  while  we  are  constantly  in  the 
habit  of  seeing  the  reflection  of  the  sun,  which  ought  to 
be  a  mere  circle,  elongated  into  a  stream  of  light  extend- 
ing from  the  horizon  to  the  shore,  the  elongation  of  the 
reflection  of  a  sail  or  other  object  to  one-half  of  this  ex- 
tent is  received,  if  represented  in  a  picture,  with  incre- 
dulity by  the  greater  number  of  spectators.  In  one  of 
Turner's  Venices  the  image  of  the  white  lateen-sails  of 
the  principal  boat  is  about  twice  as  long  as  the  sails 
themselves.  I  have  heard  the  truth  of  this  simple  eflfect 
disputed  over  and  over  again  by  intelligent  persons,  and 
yet  on  any  water  so  exposed  as  the  lagoons  of  Venice, 
the  periods  are  few  and  short  when  there  is  so  little 
motion  as  that  the  reflection  of  sails  a  mile  off  shall  not 
affect  the  swell  within  six  feet  of  the  spectator. 

There  is,  however,  a  strange  arbitrariness  about  this 
elongation  of  reflection,  which  prevents  it  from  being 
truly  felt.  If  wo  see  on  an  extent  of  lightly  swelling 
water  surface  the  image  of  a  bank  of  white  clouds,  with 
masses  of  higher  accumulation  at  intervals,  the  water 
will  not  usually  reflect  the  whole  bank  in  an  elongated 
form,  but  it  will  commonly  take  the  eminent  paiis,  and 
reflect  them  in  long  straight  columns  of  defined  breadth, 
and  miss  the  intermediate  lower  parts  altogether ;  and 
even  in  doing  this  it  will  be  capricious,  for  it  will  take 
one  eminence,  and  miss  another,  w4tli  no  apparent  rea- 
son :  and  often  when  the  sky  is  covered  \\dth  white 
clouds,  some  of  those  clouds  will  cast  long  tow^er-like  re- 
flections, and  others  none,  so  arbitrarily  that  the  specta- 
tor is  often  puzzled  to  find  out  which  are  the  accepted 
and  which  the  refused. 

In  many  cases  of  this  kind  it  will  be  found  rather  that 
the  eye  is,  from  want  of  use  and  care,  insensible  to  the 
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refieotion  than  that  the  reflection  is  not  there ;  aud  a 
little  thought  and  careful  observation  \vill  show  ne  that 
what  we  commorJy  suppose  to  be  a  sorface  of  uniform 
color  is,  indeed,  afl'ected  more  or  less  by  an  infinite 
variety  of  hues,  prolonged,  like  the  sua  image,  from  a 
great  diHtance,  aud  that  our  apprehension  of  its  lustre, 
purity,  and  even  of  its  sm-face,  is  in  no  sniall  degree 
dependent  ou  our  feeling  of  these  multitudinous  hues, 
which  the  continual  motion  of  that  surface  prevents 
us  from  analyzing  or  understanding  for  what  they 
are. 

Sixth :  Rippled  water,  of  which  wo  can  see  the  far. 
ther  side  of  the  waves,  will  reflect  a  periiendioular  line 
I  IB.  EBeoi  of  clearly,  a  bit  of  its  length  being  given  on 
b^^nra^nnd  ^^^  *^^^^  °^  each  wave,  and  easily  joined  by 
inclined  imsge^  the  eye.  But  if  the  line  slope,  its  reOec- 
tion  will  be  excessively  confused  and  disjointed:  and  if 
horizontal,  nearly  invisible.  It  was  this  circnmstance 
which  prevented  the  red  and  white  stripe  of  the  ships  at 
Venice,  noticed  above,  from  being  visible. 

Seventh:  Every  reHection  is  the  ima^o  in  reverse  of 
just  so  much  of  the  objects  beside  the  water,  as  we 
could  see  if  we  were  placed  as  much  under 
lont  reflfcHon  la  the  level  of  the  water  as  we  are  actually 
above  it.  If  an  object  be  so  far  back  from 
the  bonk,  that  if  we  were  five  feet  under  the  water-level 
■we  could  not  see  it  over  the  bank,  then,  standing  five 
feet  above  the  water,  we  shall  not  be  able  to  see  its 
image  under  the  reflected  bank.  Hence  the  reflection  of 
all  objects  that  have  any  slope  back  from  the  water  is 
shortened,  and  at  last  disappears  as  we  rise  above  it. 
Lakes  seen  from  a  great  height  appear  like  plates  of 
metal  set  in  the  landscape,  reflecting  the  sky  but  none  of 
their  shores. 

Eighth :  Any  given  point  of  the  object  above  the 
water  is  reflected,  if  reflected  at  all,  at  some  spot  in  a 


OF  WATER,  AS  PAINTED  BY  THE  ANCIENTS.      107 

Tertical  line  beneath  it,  so  long  as  the  plane  of  the  water 
is  horizontal.  On  rippled  water  a  slight  deflection 
sometimes  takes  place,  and  the  image  of  a 

.•ij  •111  -1*111  *  8  IS*      Deflection 

yerticai  tower  will  slope  a  little  way  from  of  images  on  agi- 
the  wind,  owing  to  the  casting  of  the 
image  on  the  sloping  sides  of  the  ripples.  On  the  slop- 
ing sides  of  large  waves  the  deflection  is  in  proportion 
to  the  slope.  For  rough  practice,  after  the  slope  of  the 
wave  is  determined,  let  the  artist  turn  his  paper  until  it 
becomes  horizontal,  and  then  paint  the  reflections  of  any 
object  upon  it  as  on  level  water,  and  he  will  be  right. 

Such  are  the  most  common  and  general  optical  laws 
which  are  to  be  taken  into  consideration  in  the  painting 
of  water.    Yet,  in  the  application  of  them,    s  le.  NeceMityof 

11-  J  ii  1  •    !.•  watchf  alncBfl  •» 

as  tests  of  good  or  bad  water-pain  ting,  weii  a^  of  Kience. 
we  must  be  cautious  in  the  extreme.  An  taken %V*gre»t 
artist  may  know  all  these  laws,  and  comply  ™®°* 
with  them,  and  yet  paint  water  execrably :  and  he  may 
be  ignorant  of  every  one  of  them,  and,  in  their  turn,  and 
in  certain  places,  violate  every  one  of  them,  and  yet 
paint  water  gloriously.  Thousands  of  exquisite  eflfects 
take  place  in  nature,  utterly  inexplicable,  and  which 
can  be  believed  only  while  they  are  seen  ;  the  combina- 
tions and  applications  of  the  above  laws  are  so  varied  and 
complicated  that  no  knowledge  or  labor  could,  if  applied 
analytically,  keep  pace  with  them.  Constant  and  eager 
watchfulness,  and  portfolios  filled  with  actual  state- 
ments of  water-eflFect,  drawn  on  the  spot  and  on  the  in- 
stant, are  worth  more  to  the?  painter  than  the  most  ex- 
tended optical  knowledge ;  without  these  all  his  knowl- 
edge will  end  in  a  pedantic  falsehood.  With  these  it 
does  not  matter  how  gross  or  how  daring  here  and  there 
may  l^e  his  ^-iolations  of  this  or  that  law ;  his  ver>^  trans- 
gressions T^ill  be  admirable. 

It  may  be  said,  that  this  is  a  dangerous  principle  to 
advance  in  these  days  of  idleness.    I  cannot  help  it ;  it  is 
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true,  and  must  be  afiiniied.  Of  all  contemptible  criti- 
cism, the  most  to  be  contemned  is  that  which  punishes 
great  works  of  art  when  they  light  without  ai-mor,  and 
refuses  to  feel  or  acknowleilge  the  g'reat  spiritual  re- 
fracted sun  of  their  truth,  because  it  has  risen  at  a  false 
angle,  and  burst  upon  them  befoi-e  its  appointed  time. 
And  yet,  on  the  other  hand,  let  it  be  observed  that  it  is 
not  feeling,  nor  fancy,  nor  imugiuation,  so  called,  that  I 
have  put  before  scienct),  but  watchfulness,  experience, 
affection  and  trust  in  natui-e ;  and  farther,  let  it  be  ob- 
served that  there  is  a  ditierence  between  the  license 
taken  by  one  man  and  another,  which  makes  one  license 
admirable,  and  the  other  punishable ;  and  that  this  dif- 
ference is  of  a  kind  sutiiciently  tUscemible  by  every 
earnest  person,  though  it  is  not  so  explicable  as  that  we 
can  beforehand  say  where  and  when,  or  even  to  whom, 
the  license  is  to  be  forgiven.  In  the  Paradise  of  Tin- 
toret,  in  the  Academy  of  Venice,  the  Angel  is  seen  in 
the  distance  dri^^ng  Adajn  and  Eve  out  of  tlie  garden. 
Kot,  for  Tintoret,  the  leatbng  to  the  gate  with  consola- 
tion or  counsel ;  his  strange  ardor  of  conception  is  seen 
here  as  everywhere.  Full  speed  they  fly,  the  angel  and 
the  human  creatures;  the  angel  ivTapt  in  an  orb  of  light 
floats  on,  stooped  forward  in  his  fierce  flight,  and  does 
not  touch  the  ground ;  the  chastised  creatures  rash  before 
him  in  abandoned  teiTor.  All  tliis  might  have  been  in- 
vented by  another,  thougfh  in  other  hands  it  would  as- 
siu-edly  have  been  offensive ;  but  one  circumstance  which 
completes  the  story  could  have  been  thought  of  or  dared 
by  none  but  Tintoret.  The  Angel  cast  a  shadow  before 
him  towai'ds  Adam  and  Eve. 

Now,  that  a  globe  of  light  should  cast  a  shadow  is  a 
license,  as  far  as  mere  optical  matters  are  concerned, 
of  the  most  audacious  kind.  But  how  beautiful  is  the 
circumstance  iu  its  application  here,  showing  that 
the  angel,  who  is  light  to  all  else  around  him,  is  dark- 
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uestt  tu  tlioae  whom  he  is  commissiotied  to  buuifsh  for- 

1  have  before  noticed  the  liceufie  of  Rubeua  iu  makiug 
hia  homou  an  oblique  line.  Hi»  object  is  to  ciirry  thu 
eye  to  a  given  point  in  the  distance.  The  load  wuiiiu  to 
it,  the  clouds  ily  at  it,  the  trees  uod  to  it,  a  Hock  of  sheep 
Bcnmper  towards  it,  a  carter  points  hia  whip  at  it,  hia 
horses  pull  for  it,  the  figures  pusli  for  it,  and  the  horizon 
slopes  to  it.  If  thehorizou  had  Iwseu  horizontiil,  it  would 
have  embarrassed  eveiything  ajid  everybody. 

In  Turner's  Pas  de  Calais  there  is  a  buoy  poised  on  the 
ridgre  of  a  near  wave.  It  casts  its  reflection  vertically 
down  the  flank  of  the  wave,  which  slopes  steeply.  I  can- 
not tell  whether  this  is  a  license  or  a  mistake ;  I  suaiiect 
the  latter,  for  the  same  thing  occnre  not  infrequently  in 
Turner's  seasj  but  I  am  almost  certain  that  it  would  have 
been  done  wilfull.y  iu  this  case,  even  bad  the  mistake 
been  pointed  out,  for  the  vertical  line  is  nece8sar.v  to  the 
picture,  and  the  eye  is  so  little  a^customwl  to  catch  the 
real  bearing  of  the  reflections  on  the  slopes  of  waves  that 
it  does  not  feel  the  fault. 

In  one  of  the  smaller  rooms  of  the  Uflizii  at  Florence, 
off  the  Tribune,  there  are  two  so-called  Claudes  -,  one  a 
pretty  wooded  landscape,  I  think  a  copy,    ,  .   „  . 
the  other  a  marine  with  architecture,  very    oojk*  o  r  mors 

.  1  -  ti^  ,  . . '  .      ^°  witer-palnllng 

sweet  and  genuine,  ihe  sun  is  setting  at  m  ciande.  coyp. 
the  aide  of  the  picture,  it  casts  a  loug 
stream  of  light  upon  the  water.  This  stream  of  light  is 
oblique,  and  comes  fi-om  the  horizon,  where  it  is  under 
the  sun,  to  a  point  near  the  centre  of  the  picture.  If  this 
had  been  done  as  a  license,  it  would  be  an  instance  of  most 
absurd  and  unjustiflcable  license,  as  the  fault  is  detected 
by  the  eye  in  a  moment,  and  there  is  no  occasion  nor  ex. 
cnse  for  it.  But  I  imagine  it  to  be  an  instance  rather  of 
the  harm  of  imjierfect  science.  Taking  liis  impression 
instinctively  from  nature.  Claude  usually  did   what   is 
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right  and  put  Iub  reflection  vertically  nnder  the  sun,- 
probably,  however,  he  had  read  iu  some  treatiee  on  op- 
tica that  every  point  in  this  reflection  was  in  a  vertical 
plaae  between  the  buu  and  Hpectator ;  or  he  might  have 
noticed,  walking  on  the  shore,  that  the  reflection  cfuue 
straight  from  the  sun  to  his  feet,  and  intending  to  indi- 
cate the  position  of  the  spoctator,  drew  iu  liis  next  pict- 
ui'e  the  reflection  sloping  to  the  supposed  point,  the  en'or 
being  excusable  enough,  and  plausible  enough  to  have 
been  lately  revived  and  systematized.* 

In  the  picture  of  Cuyp,  No.  83  in  the  Dulwich  Gallery, 
the  post  at  the  end  of  the  bank  easts  three  or  four  radiat- 
ing reflections.  This  is  visibly  neither  license  nor  half 
scieucG,  but  pure  ignorance.  Again,  in  the  picture  attri- 
buted to  Paul  Potter,  No.  17fi,  Dulwich  Gallery,  I  believe 
most  people  must  feel,  the  moment  they  look  at  it,  that 
there  is  something  wrong  with  the  water,  that  it  looks 
odd,  and  hax-d,  and  like  ice  or  lead ;  and  though  they  may 
not  be  able  to  tell  the  reason  of  the  impression — for  when 
they  go  near  they  will  find  it  smooth  and  lustrous,  and 
prettily  painted — yet  they  will  not  be  able  to  shake  off 
the  unpleasant  sense  of  its  being  Like  a  plate  of  bad  mir. 
ror  set  in  a  model  lanilscape  among  moss,  rather  than 
like  a  pond.     The  reason  is,  that  while  this  water  receives 

•  Pnrsey'a  "  Convergence  ot  Perpendiculars."  I  have  not  space  liere 
to  enter  into  any  lengthy  esposure  of  tbia  mistttke,  but  reasoning  is 
fottunalcly  unneceaaory,  the  appeal  to  es|Kiriiiient  being  easy.  Every 
picture  ia  the  representation,  us  Lieforu  Dtated,  of  a  vertical  plate  of 
glass,  witli  what  might  be  Been  through  it,  drawn  on  its  surface.  Let 
a  vertical  pitite  of  giasa  be  ta.ken,  and  wherever  it  be  placed,  nhether 
llie  Bun  be  at  its  side  or  at  its  centre,  the  reflection  will  always  be 
found  in  a  vertical  line  under  the  aun,  parallel  witii  the  aide  of  the 
glass.  The  pane  of  any  window  looking  to  sea  is  nil  the  apparatus 
necessary  for  this  experiment,  and  yet  it  is  not  long  since  Ibis  very 
principle  was  disputed  with  mo  by  a  man  of  much  tasle  and  informa- 
tion, who  supposed  Turner  to  be  wrong  in  drawing  ilic  reflection 
atraight  down  at  the  side  of  bia  picture,  ns  in  his  Lancaster  Bands  and 
innumerable  other  instances. 
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clear  refleetionB  from  tlie  fence  and  hedge  on  the  left,  and 
in  everj-where  smooth  and  evidently  capable  of  giving 
true  images,  it  yet  retlects  none  of  the  cows. 

In  the  Vandevelde  (113)  there  ih  not  a  line  of  ripple  or 
swell  in  any  part  of  the  sea  j  it  is  absolutely  windless,  and 
the  neai- boat  casts  its  image  with  great  fidelity,  which  be- 
ing nnprolonged  downwards  infonns  us  that  the  calm  is 
perfect  (Rnle  V.,)  and  being  unshortened  informs  us  that 
we  are  on  a  level  with  the  water,  or  nearly  so.  (Rule  VH.) 
Yet  underneath  the  vessel  on  the  right,  the  gray  shade 
which  stands  for  reflection  breaks  off  immediately,  de- 
scending like  smoke  a  little  way  below  the  hull,  then 
leaving  the  masts  and  sails  entirely  unrecorded.  This  I 
imagine  to  be  not  ignorance,  but  nnjuatiflable  license. 
Vandevelde  evidently  desired  to  give  an  impression  of 
great  extent  of  surface,  and  thought  that  if  he  gave  the 
reflection  more  faithfully,  as  the  toiis  of  the  masts  would 
come  down  to  the  nearest  part  of  the  sm-face,  they  would 
destroy  the  e\'idence  of  distance,  and  appear  to  set  the 
ship  above  the  boat  iustea<.l  of  beyond  it.  I  doubt  not  in 
Bach  awkward  hands  that  such  would  indeed  have  been 
case,  but  he  is  not  on  that  account  to  be  excused  for 
!painting  his  surface  with  gi-ay  horizontal  lines,  as  is  done 
by  nautically -disposed  children:  for  no  dostmction  of 
distance  in  the  ocean  is  so  scriouct  a  loss  as  that  of  its 
liquidity.  It  is  better  to  feel  a  waiit  of  extent  in  the  sea, 
thtm  an  extent  which  we  might  walk  upon  or  play  at 
billiar<ls  upon. 

Among  all  the  pictures  of  Canaletto  which  I  have  ever 
seen,  and  they  ai-e  not  a  few,  I  remember  but  one  or 
two  where  there  is  any  variation  from  one  ,  ,a  ^nd  ctawr 
method  of  treatment  of  the  water.  He  '**'° 
almost  always  covers  the  whole  space  of  it  with  one 
monotonous  ripple,  composed  of  a  coat  of  well-ehoseu, 
but   perfectly  opaque  and  smooth,  sea-green,   covered 

ith  a  certain  number,  I  cauuot  state  the  exact  average. 
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but  it  varies  from  three  hundred  and  fiftj-  to  four  him- 
dred  and  upwards,  according'  to  the  extent  of  canvas  to 
be  covered,  of  white  concave  touches,  which  are  very 
properly  Bymbolical  of  ripple. 

And,  as  the  canal  retires  back  from  the  eye,  he  very 
geometrically  diminishes  the  size  of  his  ripples,  until  he 
anivefi  at  an  even  field  of  apparently  smooth  water.  By 
our  sixth  rule,  this  rippling  water  as  it  retires  should  show 
more  and  more  of  the  reflection  of  the  sky  above  it,  and 
less  and  less  of  that  of  objects  beyond  it,  until,  at  two  or 
three  hundred  yards  down  the  canal,  the  whole  field  of 
water  should  be  one  even  g:ray  or  blue,  the  color  of  the 
sky  receiving  no  reflections  whatever  of  other  objects. 
What  does  Canaletto  do!  Exactly  in  proportion  as  he 
retires,  he  displays  wmwc  and  more  of  the  reflection  of  ob- 
jects, and  less  tind  less  of  the  sky,  until,  three  hundreil 
yards  away,  all  the  houses  are  reflected  as  clear  and 
sharj)  as  in  a  quiet  lake. 

This,  again,  is  wilful  and  inexcusable  violation  of  truth, 
of  which  the  reaaon,  as  in  the  last  case,  is  the  painter's 
consciousness  of  weakness.  It  is  one  of  the  most  difli- 
cult  things  in  the  world  to  express  the  light  reflection  of 
the  blue  sky  on  a  distant  ripple,  and  to  make  the  eye 
understand  the  cause  of  the  color,  and  the  motion  of  the 
apparently  smooth  water,  especially  whei-e  there  are 
buildings  above  to  be  reflected,  for  the  eye  never  under- 
stands the  want  of  the  reflection.  But  it  is  the  easiest 
and  most  agreeable  thing  in  the  world  to  give  the  in- 
verted image;  it  occupies  a  vast  space  of  otherwise 
troublesome  distance  in  the  simplest  way  possible,  and 
is  understood  by  the  eye  at  once.  Hence  Canaletto  is 
glad,  as  any  other  inferior  workman  would  be,  not  to  say 
obliged,  to  give  the  reflections  in  the  distance.  But  when 
he  comes  up  close  to  the  spectator,  he  finds  the  smooth 
surface  just  as  troublesome  near,  as  the  ripple  would 
have  been  far  oflT.     It  is  a  very  nervous  thing  for  an  ig- 
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tirtiet  to  have  a  ^eat  space  of  vacant  smooth 
Water  to  deal  witli,  close  to  him,  too  far  dowu  to  take  re- 
flections from  buildings,  and  yet  which  must  lie  made  to 
look  flat  and  i-etiring  and  transparent.  Caualetto,  with 
Jiis  sea-green,  did  not  at  alt  feel  himself  equal  to  ally- 
ing of  this  kind,  and  had  therefore  no  resource  but  in 
white  touches  above  described,  which  occupy  the 
i«larming  space  without  any  troublesome  necessity  for 
knowledge  or  invention,  and  supply  by  thetr  grailual 
diminution  some  means  of  expressing  retirement  of  sur- 
face. It  is  easily  understood,  therofore.  why  he  should 
adopt  this  system,  which  is  just  wliat  any  awkward  work- 
man would  naturally  cling  to,  trusting  to  the  inaccuracy 
of  observation  of  the  public  to  secure  him  from  detection. 
Now,  in  all  these  cases  it  is  not  tlie  mistake  or  the 
liceuBB  itself,  it  is  not  the  infringement  of  this  or  that 
law  which  condenma  the  picture,  but  it  is  , ,,  ^j^^  ^^ 
the  spirit  and  habit  of  mind  in  which  the  ^'""''le- 
license  is  taken,  the  cowardice  or  bluntiiess  of  feeling, 
which  infects  every  part  alike,  and  deprives  the  whole 
picture  of  vitsility.  Canaletto,  had  he  been  a  great 
painter,  might  have  cast  his  reflections  wherever  he 
chose,  and  rippled  the  water  wherever  he  chose,  and 
pEunted  his  sea  sloping  if  he  chose,  and  neither  I  nor  auy- 
oue  else  should  have  dared  to  say  a  word  against  him : 
but  he  is  a  little  and  a  bad  painter,  and  so  continues 
everywhere  multiplying  and  maguifyiug  mistakes,  and 
adding  apathy  to  error,  until  nothing  can  any  more  be 
pardoned  in  him.  If  it  be  but  remembered  that  every 
one  of  the  surfaces  of  those  multitudinous  ripples  is  in 
nature  a  mirror  which  catches,  according  to  its  position, 
either  the  image  of  the  sky  or  of  the  silver  beaks  of  the 
gondolas,  or  of  their  black  bodies  and  scarlet  di-aperies, 
or  of  the  white  marble,  or  the  green  sea-weed  on  the  low 
stones,  it  cannot  but  be  felt  that  those  waves  would  have 
Aomethiug  more  of  color  upon  them  than  that  opaque 
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dead  green.  Green  they  ai-e  by  tlieir  own  nature,  but  it 
iB  a  transparent  and  emerald  hue,  mixing  itself  with  the 
thousand  reflected  tints  without  overpowering  the  weak- 
est  of  them ;  and  thus,  iu  every  one  of  those  indii-idual 
waves,  the  truths  of  color  are  contradic'ted  by  Canaletto 
by  the  thousand. 

Venice  is  sad  and  silent  now,  to  what  she  was  in  his 
time;  tlie  canals  are  choked  gradually  one  by  one,  and 
the  foul  water  laps  more  and  more  sluggishly  against 
the  rent  foundations ;  bnt  even  yet,  could  I  but  jilace  the 
reader  at  the  early  morning  on  the  quay  below  the 
Rialto,  when  the  market  -  boats,  full  laden,  float  into 
groups  of  golden  color,  and  let  him  watch  the  dashing 
of  the  water  about  theii  glittering  steely  heads,  and  un- 
der  the  shadows  of  the  vine  leaves,  and  show  him  the 
purple  of  the  grapes  and  the  figs,  and  the  glowing  of 
the  scarlet  gourds  carried  away  in  long  streams  upon 
the  waves,  and  among  them,  the  crimson  fish  baskets, 
splashing  and  sparkling,  and  flaming  as  the  morning 
Bun  falls  on  their  wet  tawny  sides,  and  aliove,  the  painted 
sails  of  the  fishing-boats,  orange  and  white,  scarlet  and 
blue,  and  better  than  all  such  fiorid  color,  the  naked, 
bronzed,  burning  limbs  of  the  seamen,  the  last  of  the 
old  Venetian  race,  who  yet  keep  the  right  Giorgione 
color  ou  their  brows  and  bosoms,  in  strange  contrast 
with  the  sallow  sensual  degradation  of  the  creatures  that 
live  in  the  cafes  of  the  Piazza,  he  would  not  be  merciful 
to  Canaletto  any  more. 

Yet  even  Canaletto,  in  relation  to  the  truths  he  had  to 
paint,  is  spiritual,  faithful,  powerful,  compared  to  the 
I  M.  The  Dntch  Dutch  painters  of  sea.  It  is  easily  under- 
ittint«r»  ui  oea.  gtood  why  his  green  paint  and  concave 
touches  should  be  thought  expressive  of  the  water  on 
which  the  real  colors  ore  not  to  be  discerned  but  by  at- 
tention, which  is  never  given ;  but  it  is  not  so  easily 
understood,  considering  how  many  there  are  who  love 
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tb(!  WA,  and  look  at  it,  that  Yandevelde  and  sach  others 
should  l>e  tolerated.  As  I  before  said,  I  feel  utterly 
hopeless  in  addressing  tbti  admirers  of  these  men,  be- 
cause I  do  not  know  what  it  is  in  their  works  which  is 
supposed  to  be  like  nature.  Foam  appears  to  me  to 
curdle  and  cream  on  the  wave  sides  and  to  fly,  flawing 
from  their  crests,  and  not  to  be  eet  astride  upon  them 
like  a  pertjce:  and  waves  appear  to  me  to  fall,  and 
plun^,  and  toss,  and  nod,  and  crash  over,  and  not  to 
curl  up  like  shavings;  and  water  aiipears  to  me,  when  it 
is  sray,  to  have  the  ^"ay  of  stormy  air  mixed  with  its 
own  deep,  heavy,  thunderous,  threatening  blue,  and  not 
the  gray  of  the  first  coat  of  cheap  paint  on  a  deal  floor : 
and  many  other  such  things  appear  to  me  which,  as 
far  as  I  can  conjecture  by  what  is  admired  of  marine 
painting,  appear  to  no  one  else ;  yet  I  shall  have  some- 
thing more  to  say  about  these  men  presently,  with  re- 
spect to  the  effect  they  have  had  upon  Turner;  and 
something  more,  I  hope,  hereafter,  with  the  help  of  illns- 
tration. 

There  is  a  sea-piece  of  RayBdael'B  in  the  Louvre  * 
which,  though  nothing  very  remarkable  in  any  quality  of 
art,  is  at  least  forceful,  ngreeable,  and,  as  far  as  it  goes, 
natnral;   the  waves  have  much  freedom  of  action,  and 

*  Id  the  last  edilloa  of  tlils  n-ork  waa  tli«  followitig  pouagc : — "  I 
wish  Rufsdael  had  painted  one  or  Ivro  rough  sens.  1  i>olieve  If  be 
hnd  he  might  hnve  saved  the  unhappy  public  from  much  grievous 
Ticiimlzing,  both  in  mind  and  pockei,  for  lie  would  have  showD  that 
Vandevelde  and  Backhuysen  were  not  quile  sea-deilles."  The  writer 
has  to  thank  the  editor  of  Murray's  Handbook  of  Painting  in  Italy  for 
poioliog  out  tbe  orersifrbl.  He  hnd  piisied  many  daya  in  the  Louvre 
before  the  above  passage  was  written,  but  hnd  not  Iteen  in  the  habit  of 
pausiof;  long  anywhere  except  In  tlie  last  iwo  rooms,  containing  tiii; 
pictures  of  the  Italian  school.  The  conjecture,  however,  shows 
thnt  he  bad  not  ill -estimated  the  power  of  KuysdacI ;  nor  does  he 
consider  it  as  in  anywise  unSuing  him  for  tbe  tasic  he  has  undertaken, 
that  [or  every  hour  passed  in  galleries  he  has  passed  days  on  the  sen- 
»hore. 
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power  of  color;  the  wind  blows  Lard  over  the  shore,  and 
the  whole  picture  may  be  studied  with  profit  as  a  proof 
^^  that  the  deficiency  of  color  and  everything 
cuoda,  lud  Bai»a-  else  in  Backhiiyeen's  works,  is  uo  faidt  of  the 
Dutch  sea.  There  is  sublimity  and  power 
in  every  field  of  nature  from  the  pole  to  the  line  i  and 
though  the  painters  of  one  country  ai'e  often  better  and 
greater,  universally,  than  those  of  another,  this  is  less 
because  the  subjects  of  art  ai-e  wanting  anywhere,  than 
because  one  country  or  one  age  breetis  mighty  and  think- 
ing men,  and  another  none. 

Kuysdael's  painting  of  falKng  water  and  brook  scen- 
ery is  also  generally  agi-eeable — more  than  agreeable  it 
can  hardly  be  considered.  Thei-e  appeare  no  exertion  of 
mind  in  any  of  his  works;  nor  are  they  calculated  to 
produce  either  harm  or  good  by  their  feeble  influence. 
They  are  good  furniture  pictures,  unworthy  of  pi-aise, 
and  undeserving  of  blame. 

The  seas  of  Claude  are  the  finest  pieces  of  water-paint- 
ing in  ancient  ai-t.  I  do  not  say  that  I  like  them,  because 
tliey  appear  to  mo  selections  of  the  particular  moment 
when  the  sea  is  most  insipid  and  characterless ;  but  I 
think  that  they  are  exceetlingly  true  to  the  forms  and 
time  selected,  or  at  least  that  the  fine  instances  of  them 
are  so,  of  which  there  are  exceedingly  few. 

On  the  right  hand  of  one  of  the  marines  of  Salvator, 
in  the  Pitti  palace,  there  is  a  passage  of  sea  reflecting 
the  sunrise,  which  is  thoroughly  gootl,  and  very  like 
Turner ;  the  rest  of  the  picture,  as  the  one  opposite  to  it, 
utterly  virtueless.  I  have  not  seen  any  other  instance 
of  Salvator's  painting  water  with  any  care,  it  is  nsnally 
as  conventional  as  the  rest  of  his  work,  yet  conventional- 
ism is  perhaps  more  tolerable  in  water-painting  than 
elsewhere ;  and  if  his  trees  and  rocks  had  been  good,  the 
rivers  might  have  been  generally  accepted  without  ob- 
jection. 
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The  merits  of  Poussin  as  a  sea  or  water  painter  may,  I 
think,  be  sufficiently  determined  by  the  Deluge  in  the 
Louvre,  where  the  breaking  up  of  the  foun- 
tains of  the  deep  is  typified  by  the  eapsiz-    poniwin. 
ing  of  a  wherry  over  a  weir. 

In  the  outer  porch  of  St.  Mark's  at  Venice,  among  the 
mosaics  on  the  roof,  there  is  a  representation  of  the 
deluge.  The  ground  is  dark  blue;  the  rain  is  repre- 
sented in  bright  white  undulating  parallel  stripes ;  be- 
tween these  stripes  is  seen  the  massy  outline  of  the  ark, 
a  bit  between  each  stripe,  very  dark  and  hardly  dis- 
tinguishable from  the  sky ;  but  it  has  a  square  window 
with  a  bright  golden  border,  which  glitters  out  conspicu- 
ously,  and  leads  the  eye  to  the  rest — the  sea  below  is 
almost  concealed  with  dead  bodies. 

On  the  font  of  the  church  of  San  Frediano  at  Lucca, 
there  is  a  representation  of — possibly — the  Israelites  and 
Egyptians  in  the  Red  Sea.  The  sea  is  typified  by  undu- 
lating bands  of  stone,  each  band  composed  of  three  plies 
(almost  the  same  type  is  to  be  seen  in  the  glass-painting 
of  the  twelfth  and  thirteenth  centuries,  as  especially  at. 
Chartres).  These  bands  would  perhaps  be  hardly  felt  as 
very  aqueous,  but  for  the  fish  which  are  interwoven  with 
them  in  a  complicated  manner,  their  heads  appealing  at 
one  side  of  every  band,  and  their  tails  at  the  other. 

Both  of  these  representatives  of  deluge,  archaic  and 
rude  as  they  are,  I  consider  better,  more  suggestive, 
more  inventive,  and  more  natural,  than  Poussin's.  In- 
deed, this  is  not  saying  anything  very  depreciatory,  as 
regards  the  St.  Mark's  one,  for  the  glittering  of  the 
golden  window  through  the  rain  is  wonderfully  well  con- 
ceived, and  almost  deceptive,  looking  as  if  it  had  just 
caught  a  gleam  of  sunlight  on  its  panes,  and  there  is 
something  very  sublime  in  th(^  gleam  of  this  light  above 
the  floating  corpses.  But  the  other  instance  is  suf- 
ficiently grotesque  and  imperfect,  and  yet,  I  spejik  \n.i\\ 
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perfect  eerionsness,  it  is,  I  tliiuk,  very  U\v  prefemlilu  to 
Foubsld's. 

On  the  other  hand,  there  is  a  just  medium  between 
the  meanness  and  apathy  of  eueh  a  conception  as  his, 
and  the  extravagance,  still  more  contemptible,  with 
which  the  subject  lias  been  treated  in  mtxlem  days.*  I 
am  not  awai-e  that  I  can  refer  to  any  inetructive  example 
of  this  intermediate  course,  for  I  fear  the  reader  is  by 
this  time  wearied  of  hearing  of  Turner,  and  the  plate  of 
Turner's  picture  of  the  deluge  is  so  rare  that  it  is  of  no 
use  to  refer  to  it. 

It  seems  exceedingly  Btrange  that  the  great  Venetian 

painters  should  have  left  us  no  instance,  as  far  as  I  know, 

of  any  marine  effects  carefully  studied.   As 

I  S3.      Vanetianii  ",  .     i  ,      - 

■nd    Piotentiues,    already  noted,   whatever  passages  of  sea 

Conclniion.  ■         n      ■        i        t_  i  i 

occur  m  their  backgrounds  are  merely 
broad  extents  of  blue  or  green  surface,  fine  in  color,  and 
coming  dark  usually  against  the  horizon,  well  enough 
to  be  understood  as  sea  (yet  even  that  not  always  without 
the  help  of  a  ship),  but  utterly  unregfarded  in  all  ques- 
tions of  completion  and  detail.  The  water,  even  in 
Titian's  landscape,  is  almost  always  violently  though 
grandly  conventional,  and  seldom  forms  an  imjjortant 
feature.  Among  the  religious  schools  very  sweet  mo- 
tives occur,  but  nothing  which  for  a  moment  can  be  con- 
sidered Ofl  real  water-painting.  Penigiuo's  sea  is  usually 
very  beautifully  felt ;  his  river  in  the  fresco  of  S".  Mad- 
dalena  at  Florence  is  freely  indicated,  and  looks  level 
and  clear ;  the  reflections  of  the  trees  given  with  a  rapid 
zigzag  stroke  of  the  brush.  On  the  whole,  I  suppose 
that  the  best  imitations  of  level  water  surface  to  be 
found  in  aucient  art  are  in  the  clear  Flemish  landscapes. 

•  I  am  here,  of  course,  speaking  of  the  treatment  of  the  subject  aa  » 
landscape  only  ;  man;  mighty  examples  '>f  its  conception  oceur  where 
tlic  wa,  and  all  other  adjuncts,  are  entirely  sutnervlent  to  the  figures, 
as  with  RaQaelle  and  M.  Ang«lo. 
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Cuyp's  are  usually  very  satisfactory,  but  even  the  best 
of  these  attain  nothing  more  than  the  agreeable  sugges- 
tion of  calm  pond  or  river.  Of  any  tolerable  representa- 
tion of  water  in  agitation,  or  under  any  circumstances  that 
bring  out  its  power  and  character,  I  know  no  instance ; 
and  the  more  capable  of  noble  treatment  the  subject 
happens  to  be,  the  more  manifest  invariably  is  the 
painter's  want  of  feeling  in  every  eflfort,  and  of  knowl- 
edge in  every  line. 


CHAPTEB  n. 

OF  WATER,  AS  PAINTED  BY  THE  MODERNS. 

There  are  few  men  among  modem  landscape  painters, 
who  cannot  paint  quiet  water  at  least  suggestively,  if 
not  faithfully.    Those  who  are  incapable  of  doing  this, 

would  scarcely  be  considered  artists  at  all ; 
of  the  modeniB  in  and  anything  like  the  ripples  of  Canaletto, 
fc*^e\iLrof  or  the  black  shadows  of  Vandevelde,  would 
e  ding.  ^^  looked  upou  as  most  unpromising,  even 

in  the  work  of  a  novice.  Among  those  who  most  fully 
api^reciate  and  render  the  qualities  of  space  and  surface 
in  calm  water,  i^erhaps  Copley  Fielding  stands  first.  His 
expanses  of  windless  lake  are  among  the  most  perfect 
passages  of  his  works ;  for  he  can  give  surface  as  well  as 
depth,  and  make  his  lake  look  not  only  clear,  but,  which 
is  far  more  difficult,  lustrous.  He  is  less  dependent  than 
most  of  our  artists  upon  reflections ;  and  can  give  sub- 
stance, transparency,  and  extent,  where  another  painter 
would  be  reduced  to  jmper ;  and  he  is  exquisitely  re- 
fined in  his  exiiression  of  distant  breadth,  by  the  delicate 
line  of  ripple  interrupting  the  reflection,  and  by  aerial 
qualities  of  color.  Nothing,  indeed,  can  be  purer  or 
more  refined  than  his  general  feeling  of  lake  sentiment, 
were  it  not  for  a  want  of  simplicity — a  fondness  for 
pretty,  rather  than  impressive  color,  and  a  consequent 
want  of  some  of  the  higher  expression  of  repose. 

Hundi'cds  of  men  might  be  named,  whose  works  are 
highly  instructive  in  the  management  of  calm  water.  De 
Wint  is   singuhaly  powerful   and  certain,  exquisitely 
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bright  find  vigorous  in  color.  The  late  John  Varley  pro- 
duced some  iioble  poumi^ea  I  have  seeu,  some  seven 
years  ago,  works  by  J.  Holland,  which  were,  _. 

1  thiuk,  us  near  pei-teetion  as  water-color  can  »» 'rf  dp  widi,  j, 
be  carried — for  fxmujidt  truth,  refined  and 
finished  to  the  highest  degree.  But  the  power  of  modem 
artists  ia  not  brought  out  until  they  have  greater  diffi- 
culties to  struggle  with.  Htand  for  half  an  hour  be- 
side the  fall  of  Schatfhausen,  on  the  north    . .  ^,    , 

IB.  The ebsracwr 

Bide  where  the  rapids  are  long,  and  watch    ^  ^^e^'  """i  '^'*- 

,        ,  -  1  1  lent  (alllnB  WBter, 

how  the  vault  of  water  first  bends,  unbro- 
ken, in  pure,  polished  velocity,  over  the  arching  rocks  at 
the  brow  of  the  cataract,  covering-  them  with  a  dome  of 
crj'stal  twenty  feet  thick — so  swift  that  its  motion  is  un- 
seen except  when  a  foam  globe  fi-om  above  darts  over  it 
like  a  falling  star ;  and  how  the  trees  are  lighted  above 
it  under  all  their  leaves,  at  the  instant  that  it  breaks  into 
foam ;  and  how  all  the  hollows  of  that  foam  bum  with 
green  fire  like  so  much  shattering  chrysopraso ;  and  how, 
ever  and  anon,  atartling  you  with  its  white  flash,  a  jet  of 
spray  leaps  hissing  out  of  the  fall  like  a  rocket,  biuTiting 
in  the  wind  and  driven  away  in  dust,  filling  the  air  with 
light:  tmd  how,  through  the  curdling  wreaths  of  the 
restless,  crashing  abyss  below,  the  blue  of  the  water, 
paled  by  the  foam  in  its  body,  shows  purer  than  the  sky 
through  white  rain-cloud:  while  the  sliuddering  iria 
stoops  in  tremulous  stillness  over  all,  fading  and  Push- 
ing alternately  through  the  choking  spray  and  shattered 
Bunshiue,  hidiug  itself  at  last  among  the  thick  golden 
leaves  which  tijss  to  and  fro  in  sympathy  with  the 
wild  water;  their  di'ipping  masses  lifted  at  internals, 
like  sheaves  of  loaded  com,  by  some  stronger  gush  from 
the  cataract,  and  bowed  again  upon  the  mossy  rocks  as 
its  roar  dies  away :  the  dew  gushing  from  their  thick 
branches  through  drooping  clusters  of  emerald  herbage, 
and  sparkling  in  white  threads  aAoag  the  dark  rocks  of 
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the  shore,  feeding  the  lichens  which  chose  and  checker 
them  with  purple  and  silver.  I  believe,  when  you  have 
stood  by  this  for  half  an  hour,  you  will  have  discovered 
that  there  is  something  more  in  nature  than  has  been 
given  by  Ruystlael.  Probably  you  will  not  be  much  dis- 
posed to  think  of  any  mortal  work  at  the  time;  but  when 
you  look  back  to  what  you  have  seen,  iind 
are  iuoliQed  to  compare  it  with  art,  you 
will  remember— or  ou^ht  to  i-emember— Nesfield.  He 
is  a  man  of  extraordinai'y  feelin;^,  both  for  the  color 
and  the  spirituality  of  a  gi-eat  waterfall :  exquisitely  del- 
icate  in  his  management  of  the  chaug'eful  veil  of  spray 
or  mist ;  just  in  his  curves  and  contours :  and  unequalled 
in  color  except  by  Turner.  None  of  our  water-color 
painters  can  approach  him  in  the  management  of  the 
variable  hues  of  clear  water  over  weeded  rocks ;  but  his 
feelinpr  for  it  often  leads  him  a  little  too  far,  and.  like 
Cojiley  Fielding,  lie  loses  sight  of  simplicity  and  dig- 
nity for  the  sake  of  delicacy  or  prettiness.  His  water- 
falls are,  however,  imequulled  iii  their  ways  and,  if  he 
would  remember,  that  in  all  such  scenes  there  is  mucli 
gloom  as  well  as  much  splendor,  and  relieve  the  lustre 
of  hia  attractive  passages  of  color  with  more  definite  and 
prevalent  grays,  and  give  a  little  more  substance  to  parts 
of  hia  picture  unaffected  by  8i>ray,  his  work  would  be 
neai'ly  perfect.  His  seas  are  also  moat  instructive:  a 
little  confused  in  chiaroscuro,  but  refined  in  form  and 
admirable  in  color. 

J.  D.  Harding  is,  I  think,  nearly  unequalled  in  the 
dratn'mj  of  nuining  water.  I  do  not  know  what  Stanfield 
would  do ;  I  have  never  seen  an  important 
piece  of  torrent  drawn  by  him ;  but  I  be- 
lieve even  he  could  scarcely  contend  with 
the  magnificent  aiiaiidon  of  Harding's  brush.  There  is 
perhaps  nothing  which  tells  more  in  the  drawing  of 
water  than  decisive  and  swift  execution ;  for,  in  a  rapid 
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touch  the  hand  naturally  falls  into  the  very  curve  of  pro- 
jection which  is  the  absolute  truth ;  while  in  slow  finish, 
all  precision  of  curve  and  character  is  certain  to  be  lost,  ex- 
cept under  the  hand  of  an  unusually  powerful  master.  But 
Harding  has  both  knowledge  and  velocity,  and  the  fall  of 
his  torrents  is  beyond  praise ;  impatient,  chafing,  substan- 
tial, shattering,  crystalline,  and  capricious;  full  of  various 
form,  yet  all  apparently  instantaneous  and  accidental, 
nothing  conventional,  nothing  dependent  upon  parallel 
lines  or  radiating  curves ;  all  broken  up  and  dashed  to 
pieces  over  the  irregular  rock,  and  yet  all  in  unity  of 
motion.  The  color  also  of  his  f(ill!n<j  and  bright  water  is 
very  perfect ;  but  in  the  dark  and  level  parts  of  his  tor- 
rents he  has  taken  up  a  bad  gray,  which  has    „       „.      , 

-,  .    1  .  Tx.  •         I  6.     His  color: 

hurt  some  of  his  best  pictures.  His  gray  m  and  painting  of 
shadows  under  rocks  or  dark  reflections  is 
admirable ;  but  it  is  when  the  stream  is  in  full  light,  and 
unaffected  by  reflections  in  distance,  that  he  gets  wrong. 
We  believe  that  the  fault  is  in  a  want  of  expression  of 
darkness  in  the  color,  making  it  appear  like  a  positive 
hue  of  the  water,  for  which  it  is  much  too  dead  and  cold. 

Harding  seldom  paints  sea,  and  it  is  well  for  Stanfield 
that  he  does  not,  or  the  latter  would  have  to  look  to  his 
crown.  All  that  we  have  seen  from  his  hand  is,  as  coast  sea, 
quite  faultless ;  we  only  wish  he  would  paint  it  more  fre- 
quently ;  always,  however,  with  a  veto  upon  French  fish- 
ing-boats. In  the  Exliibition  of  1842,  he  s^ioiled  one  of  the 
most  superb  pieces  of  seashore  and  sunset  which  modern 
art  has  produced,  with  the  pestilent  scjuare  sail  of  one  of 
these  clumsy  craft,  which  the  eye  could  not  escape  from. 

Before  passing  to  our  great  sea  painter,  we  must  again 
refer  to  the  works  of  Copley  Fielding.  It  is  with  his  sea 
as  ^vitll  his  sky,  he  can  onlv  paint  one,  and    »  .    ,p.      „     . 

''  '  •     *■  '  8  7.    Trie    noa  oi 

that  an  easy  one,  but  it  is,  for  all  that,  an    i;«pJ«y    t^itidinj?. 

•^'  '  '  '  ItH   c  X  c  0  e  a  i  n  g 

impressive  and  a  tnie  one.  No  man  has  irraceaud  rapidity. 
ever  given,  with  the  same  flashing  freedom,  the  race  of  a 
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running  tide  under  a  stiff  breeze,  nor  caught,  with  the 
same  grace  and  precision,  the  curvature  of  the  breaking 
wave,  arrested  or  accelerated  by  the  wind.  The  forward 
fling  of  his  foam,  and  the  impatient  run  of  his  surges, 
whose  quick,  redoubling  dash  we  can  almost  hear,  as  they 
break  in  their  haste  upon  their  own  bosoms,  are  nature  it- 
self,  and  his  sea  gray  or  green  was,  nine  years  ago,  very 
right  as  color ;  always  a  little  wanting  in  transparency, 
but  never  cold  or  toneless.  Since  that  time,  he  seems  to 
have  lost  the  sense  of  greenness  in  water,  and  has  verged 
more  and  more  on  the  purple  and  black,  with  unhappy 
results.  His  sea  was  always  dependent  for  effect  on  its 
light  or  dark  relief  against  the  sky,  even  when  it  pos- 
sessed color;  but  it  now  has  lost  all  local  color  and 
transparency  together,  and  is  little  more  than  a  study  of 
chiaroscuro  in  an  exceedingly  ill-chosen  gray.  Besides, 
the  perpetual  repetition  of  the  same  idea  is  singularly 
weakening  to  the  mind.  Fielding,  in  all  his  life,  can 
only  be  considered  as  having  produced  one  sea  picture. 
The  others  are  duplicates.  He  ought  to  go  to  some  sea 
of  perfect  clearness  and  brilliant  color,  as  that  on  the 
coast  of  Cornwall,  or  of  the  Gulf  of  Genoa,  and  study  it 
sternly  in  broad  daylight,  with  no  black  clouds  nor  drift- 
ing rain  to  lieli^  him  out  of  his  difficulties.  He  would 
then  both  learn  his  strength  and  add  to  it. 

But  there  is  one  point  in  all  his  seas  deserving  es- 
pecial praise — a  miu-ked  aim  at  character.  He  desires, 
%  8.  itP  hiph  aim  especially  in  his  latter  works,  not  so  much 
at  character.  ^^^  jiroducc  an  agreeable  picture,  a  scien- 

tific piece  of  arrangement,  or  delightful  melody  of  color, 
as  to  make  us  feel  the  utter  desolation,  the  cold,  wither- 
ing, frozen  hopelessness  of  the  continuous  storm  and 
merciless  sea.  And  this  is  peculiarly  remarkable  in  his 
(lon\'ing  himself  all  color,  just  in  the  little  bits  which  an 
artist  of  inferior  mind  would  paint  in  sienna  and  cobalt. 
If  a  piece  of  broken  ^vTeek  is  allowed  to  rise  for  an  instant 
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through  the  boiling  foam,  though  the  blue  stripe  of  a 
sailor's  jacket,  or  a  red  rag  of  a  flag  would  do  all  our 
hearts  good,  we  are  not  allowed  to  have  it ;  it  would  make 
us  too  comfortable,  and  prevent  us  from  shivering  and 
shrinking  as  we  look,  and  the  artist,  with  admirable  in- 
tention, and  most  meritorious  self-denial,  expresses  his 
piece  of  wreck  with  a  dark,  cold  brown. 
Now  we  think  this  aim  and  effort  worthy  in  *  the  reqaieite 
of  the  highest  praise,  and  we  only  wish  the  ^  ^  °  ^^^^' 
lesson  were  taken  up  and  acted  on  by  our  other  artists ; 
but  Mr.  Fielding  should  remember  that  nothing  of  this 
kind  can  be  done  with  success  unless  by  the  most  studied 
management  of  the  general  tones  of  the  picture ;  for  the 
eye,  deprived  of  all  means  of  enjoying  the  gray  hues, 
merely  as  a  contrast  to  bright  points,  becomes  painfully 
fastidious  in  the  quality  of  the  hues  themselves,  and  de- 
mands for  its  satisfaction  such  melodies  and  richness  of 
gray  as  may  in  some  degree  atone  to  it  for  the  loss  of 
points  of  stimulus.  Tliat  gray  which  would  be  taken 
frankly  and  freely  for  an  expression  of  gloom,  if  it  came 
behind  a  yellow  sail  or  a  red  cap,  is  examined  with  invi- 
dious and  merciless  iutentness  when  there  is  nothing  to 
relieve  it,  and,  if  not  able  to  bear  the  investigation,  if 
neither  agi'eeable  nor  variable  in  its  hue,  renders  the 
picture  weak  instead  of  impressive,  and  unpleasant  in- 
stead of  awful.     And  indeed  the  manage-     „        ,.  .       . 

,         i  •    1  i   i         11-         n  •        7  S  ^^-     Variety  of 

meut  of  nature  might  teach  nim  this  ;  for    the  grays  of  nat- 

urc. 

though,  when  using  violent  contrasts,  she 
frequently  makes  her  gloom  somewhat  monotonous,  the 
moment  she  gives  up  her  vi\id  color,  and  depends  ux^on 
her  desolation,  that  moment  she  begins  to  steal  the 
greens  into  her  sea-gi'ay,  and  i\\i'  browns  and  yc^llows 
into  her  cloud-gray,  and  the  ex]>r(»ssi()n  of  variously 
tinted  light  through  all.  Nor  is  Mr.  Fielding  without  a 
model  in  art,  for  the  Tjaiul's  End,  and  Lowestoffe,  and 
Snowstorm  (in  the  Academy,  1842,)  of  Turner,  are  noth- 
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ing  more  than  passages  of  the  most  hopeless,  desolate, 
imcontrasted  grays,  and  yet  are  three  of  the  very  liiiest 
pieces  of  color  that  have  come  from  his  hand.  And  we 
sincerely  hope  that  Mr.  Fielding  will  gradually  feel  the 
necessity  of  such  studied  melodies  of  qiriet  color,  and 
will  neither  fall  back  into  the  old  tricks  of  contrast,  nor 
continue  to  paint  with  purple  and  ink.  If  he  will  only 
make  a  few  careful  studies  of  gray  from  the  mixed  at- 
mosphere of  spray,  rain,  and  mist  of  a  gale  that  has  been 
three  days  hard  at  work,  not  of  a  rainy  squall,  but  of  a 
persevering  and  powerful  stonn,  and  not  where  the  sea 
is  turned  into  milk  and  magnesia  by  a  chalk  coast,  but 
where  it  breaks  pure  and  green  on  gray  slate  or  white 
granite,  as  along  the  cliffs  of  Cornwall,  we  think  his 
pictures  woidd  present  some  of  the  iiueat  examples  of 
high  intention  and  feeling  to  be  found  in  modem  art. 

The  works  of  Stanfield  evidently,  and  at  all  times,  pro- 
ceed fi'om  the  hand  of  a  man  who  has  both  thorough 
J  jj  wmits  of  knowledge  of  his  subject,  and  thorough 
acquaictauce  with  all  the  means  and  prin- 
ciples  of  art.  We  never  criticise  them,  be- 
cause we  feel,  the  moment  we  look  carefully  at  the  draw- 
ing of  any  single  wave,  that  the  knowledge  possessed  by 
the  master  is  much  greater  than  our  own,  and  therefore  be- 
lieve that  if  anything  ofl'cnds  us  in  any  part  of  the  work, 
it  is  nearly  certain  to  be  our  fault,  and  not  the  painter's. 
The  local  color  of  Stanfield's  aea  is  singularly  true  and 
powerful,  and  entirely  independent  of  any  tricks  of  chia- 
roscuro. He  will  carry  a  mighty  wave  up  against  the 
sky,  and  make  its  whole  Ixidy  dark  and  substantial 
against  the  distant  liglit,  using  all  the  while  nothing 
more  than  chaste  and  unexaggerated  local  color  to  gain 
the  relief.  His  surface  is  at  once  lustrous,  transparent, 
and  a*rcurate  to  a  hair-breadth  in  every  curve ;  and  he  is 
entirely  independent  of  dark  skies,  deep  blues,  driving 
spray,  or  any  other  meaois  of  concealing  want  of  form,  or 
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atoning:  for  it.  He  fears  no  difficulty,  desires  no  assist- 
ance, takes  his  sea  in  open  daylight,  under  general  sun- 
shine, and  paints  tlie  eleuient  in  its  pure  color  and  com- 
plete forms.  But  we  wish  that  he  were  less  powerful, 
and  more  interesting ;  or  that  he  were  a 
little  less  Diogenes-like,  and  did  not  scorn  feeunp.  General 
all  that  he  does  not  want.    Now  that  he    wnted  by  mo£rn 

ftrt. 

has  shown  us  what  he  can  do  without  such 
aids,  we  wish  he  would  show  us  what  he  can  do  with 
them.  He  is,  as  we  have  already  said,  wanting  in  what 
we  have  just  been  praising  in  Fielding — impressiveness. 
We  should  like  him  to  be  less  clever,  and  more  aflfecting 
— less  wonderful,  and  more  terrible ;  and  as  the  very 
first  step  toward  such  an  end,  to  learn  how  to  conceal. 
We  are,  however,  trenching  upon  matters  with  which  we 
have  at  present  nothing  to  do ;  our  concern  is  now  only 
with  truth,  and  one  work  of  Stanfield  alone  presents  us 
with  as  much  concentrated  knowledge  of  sea  and  sky, 
as,  diluted,  would  have  lasted  any  one  of  the  old  masters 
his  life.  And  let  it  be  especially  observed,  how  exten- 
sive and  how  varied  is  the  truth  of  our  modern  masters 
— how  it  comprises  a  complete  history  of  that  natiu'e  of 
which,  from  the  ancients,  you  only  here  and  there  can 
catch  a  stammering  descriptive  syllable — how  Fielding 
has  given  us  every  character  of  the  quiet  lake,  Kobson  * 
of  the  mountain  tarn,  De  AVint  of  the  lowltuid  river,  Nes- 
tield  of  the  radiant  cataract,  Harding  of  the  roaring  tor- 
rent. Fielding  of  the  desolate  sea,  Stanfield  of  the  blue, 
open,  boundless  ocean.  AiTange  all  this  in  your  mind, 
observ^e  the  perfect  truth  of  it  in  all  its  parts,  com]>are  it 
with  the  fragmentary  falsities  of  the  ancients,  and  then, 
come  with  me  to  Turner. 

•  I  ought  before  to  have  alluded  to  the  works  of  the  late  G.  Robson. 
They  are  a  little  disagreeable  in  execution,  but  there  is  a  feeling  of 
the  character  of  deep  calm  water  in  them  quite  unequalled,  and  differ- 
ent from  the  works  and  thoughts  of  all  other  men. 


CHAPTER  nL 

OF  WATER,  AS  PAINTED  BY  TUBNER. 

I  BEUEYE  it  is  a  result  of  the  experience  of  all  artists, 
that  it  is  the  easiest  thing  in  the  world  to  give  a  certain 
degree  of  depth  and  transparency  to  water ;  but  that  it 

The  diffl   itT    ^®  ^^^^  thing  to  impossible,  to  give  a  full 
of 'piviM  oorfBoe    imprcssiou  of  surface.    If  no  reflection  be 

to  emooth  water.  •        i     i     •  i       .1 

given — a  npple  being  supposed — the  water 
looks  like  lead :  if  reflection  be  given,  it  in  nine  cases 
out  of  ten  looks  morbidly  clear  and  deep,  so  that  we 
always  go  down  into  it,  even  when  the  artist  most  wishes 
us  to  glide  over  it.  Now,  this  difficulty  arises  from  the 
very  same  circumstance  which  occasions  the  frequent 
failure  in  effect  of  the  best  drawn  foregrounds,  noticed 
in  Section  EL  Chapter  IIL,  the  change,  namely,  of  focus 
18.  i8  dependent  nec^ssary  in  the  eye  in  order  to  receive 
Sf th^^ev^dthl  ^y®  ^*  ligh^t  coming  from  different  dis- 
th^''Jefl^ed''«5S  tances.  Go  to  the  edge  of  a  pond,  in  a 
are  perceived.  perfectly  calm  day,  at  some  place  where 
there  is  duckweed  floating  on  the  surface — ^not  thick, 
but  a  leaf  here  and  there.  Now,  you  may  either  see  in 
the  water  the  reflection  of  the  sky,  or  you  may  see  the 
duckweed,  but  you  cannot,  by  any  effort,  see  both  to- 
gether. If  you  look  for  the  reflection,  you  will  be  sensi- 
])le  of  a  sudden  change  or  effort  in  the  eye,  by  which  it 
adapts  itself  to  the  reception  of  the  rays  which  have 
eomo  all  the  way  from  the  clouds,  have  struck  on  the 
water,  and  so  l)een  sent  up  again  to  the  eye.  The  focus 
you  adopt  is  one  fit  for  great  distance ;  and,  accordingly. 
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you  will  feel  that  you  are  looking^  down  a  ffreat  waj'  un- 
der the  water,  while  the  leavea  ol  the  duckweed,  though 
they  lie  upon  the  water  at  the  very  spot  ou  which  you 
are  gazing  so  intently,  are  felt  only  as  a  vague,  uncer- 
tain interruption,  causing  p.  little  confusion  in  the  ima^ 
below,  but  entirely  indistinguishable  as  leaves, — and 
even  their  color  unknown  and  unperceived.  Unless  you 
think  of  them,  you  will  not  even  feel  that  anything  in- 
terruptB  your  sight,  so  excessively  slight  is  their  effect. 
If,  on  the  other  hand,  you  make  up  your  mind  to  look 
for  the  leavea  of  the  duckweed,  you  will  perceive  an  in- 
stantaneous change  in  the  effort  of  the  eye,  by  which  it 
becomes  atlapted  to  receive  near  rays— those  which  have 
only  come  from  the  surface  of  the  pond.     You  will  then 

I  see  the  delicate  leaves  of  the  duckweed  with  perfect  clear- 
1,  and  in  vivid  green  ;  but  while  you  do  so,  you  will 
be  able  to  perceive  nothing  of  the  reflections  in  the  very 
water  on  which  they  float — nothing  but  a  vagaie  flashing 
and  melting  of  light  and  dark  hues,  without  form  or 
meaning,  which,  to  investigate,  or  find  out  what  they 
mean  or  are,  you  must  quit  your  hold  of  the  duckweed, 

[  and  plunge  down. 

Hence  it  appears,  that  whenever  we  see  plain  reflec- 

'  tions  of  comparatively  distant  objects,  in  near  water, 

I  we  cannot  possibly  see  the  surface,  and 

.  11      1       1  ■  ■     ,  ■  '3-  Morbid  clenr- 

I  Vice  versa;  so  that  when  in  a  painting  we    now  occasioned  in 

I  ^ve  the  reflections  with  the  same  clear-     V^i^ilictii™'^ 

nesa  with  which  they  are  visible  in  nature, 

■we  presuppose  the  effort  of  the  eye  to  look  under  the 

1  surface,  and,  of  course,  destroy  the  surface,  and  induce 

[  an  effect  of  clearness  which,   perhaps,  the   artist  has 

^  not  particularly   wished  to  attain,  but   which  he    has 

found  himself  forced  into  by  his   reflections,  in  spite 

of  himself.     And  the  reason  of  this  effect  of  clearness 

appearing  preternatural  is,  that  people  are  not  in  the 

^abit  of  looking  at  water  with  the  distant  focus  adapted 
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to  the  reflectiona,  unless  by  particular  effort.  We  in- 
varisbly,  under  ordinary  circuuiBtauces,  use  the  sax- 
face  focus  i  aad,  iu  consequence,  receive  nothing  more 
than  a  vague  and  confused  impression  of  the  reflected 
colors  and  lines,  however  clearly,  calmly,  and  vigorously 
all  may  be  defined  undemoath,  if  we  choose  to  look 
for  them.  "W'e  do  not  look  for  them,  but  glide  along 
over  the  surface,  catehiug  only  playing  light  and  capri- 
cious color  for  evidence  of  reflection,  except  ivhere  we 
come  to  images  of  objects  close  to  the  surface,  which 
the  surface  focua  ia  of  cotu^e  adapted  to  receive ;  and 
these  we  see  clearly,  as  of  the  weeds  on  the  ahoro,  or  of 
aticka  rising  out  of  the  water,  etc.  Hence,  the  ordinary 
effect  of  water  ia  only  to  be  rendered  by  giving  the  re- 
flections of  the  margin  clear  and  distinct  (ao  clear  they 
usually  are  in  nature,  that  it  is  impossible  to  tell  where 
tbo  water  begins ; )  but  the  moment  we  touch  the  re- 
flection of  distant  objects,  as  of  high  trees  or  clouds, 
that  instant  we  must  become  vague  find  uncertain  in 
drawing,  and,  though  vivid  in  color  and  light  as  the 
1 4.  How  sioidud  object  itself,  quite  indistinct  in  fona  and 
bj  Tumer.  feature.     If  we  take  such  a  piece  of  water 

as'  that  in  the  foreground  of  Turner's  Chateau  of  Prince 
Albert,  the  first  impression  from  it  is, — "What  a  wide 
mtr/ace ! "  We  glide  over  it  a  quarter  of  a  mile  into  the 
picture  before  we  know  -where  we  are,  and  yet  the  water 
is  aa  calm  and  crystalline  as  a  mirror ;  but  we  are  not 
allowed  to  tumble  into  it,  and  gasp  for  breath  aa  we  go 
down, — we  are  kept  upon  the  surface,  though  that  sur- 
face is  flashing  and  radiant  with  everj'  hue  of  cloud,  and 
sun,  and  sky,  and  foliage.  But  the  secret  is  in  the  draw- 
ing of  these  reflections.*    We  cannot  tell  when  we  look 

•  Not  altogether.  I  believe  here,  as  in  a  former  case,  I  have  altrib- 
Tited  far  too  much  influence  to  thia  change  ot  focus.  In  Turner's  ear- 
lier works  the  priuciple  Is  not  found.  In  the  rivers  of  the  Yorksliire 
drawlags,  every  Kflectiou  la  ^ven  clearly,  evea  to  the  farthest  depth. 
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oi  them  and  for  them,  what  they  mean.  They  have  all 
character,  and  are  evidently  reflections  of  something 
definite  and  determined ;  but  yet  they  are  all  uncertain 
and  inexplicable ;  playing  color  and  palpitating  shade, 
which,  though  Tre  recognize  in  an  instant  for  images  of 
something,  and  feel  that  the  water  is  bright,  and  lovely, 
and  calm,  we  cjinnot  jieuetrato  nor  interpret :  we  are  not 
allowed  to  go  down  to  them,  and  we  repose,  as  we  should 
in  nature,  upon  the  lustre  of  the  level  surface.  It  is  in 
this  power  of  saying  everything,  and  yet  saying  nothing 
too  plainly,  that  the  perfection  of  ai't  here,  as  in  all  other 
cases,  consists.  But  as  it  was  before  shown 
in  Section  n.  Chapter  m.,  that  the  foctis  on 
of  the  eye  required  little  alteration  after 
the  first  half-mile  of  distance,  it  is  evident  that  on  the 
liislmd  surface  of  water,  all  reflections  will  be  seen 
plainly;  for  the  same  focus  adapted  to  a  moderate  dis- 
tance of  surface  will  receive  with  distinctness  rays  com- 
ing from  the  sky,  or  from  any  other  distance,  however 
great.  Thus  we  always  see  the  reflection  of  Mont  Blanc 
on  the  Lake  of  Geneva,  whether  we  take  pains  to  look 
for  it  or  not,  because  the  water  upon  which  it  is  cast  is 
itself  a  mile  off;  but  if  we  would  see  the  reflection  of 
Mont  Blanc  in  the  Lac  de  Chede,  which  is  close  to  us, 
we  must  take  some  trouble  about  the  matter,  leave  the 
green  snakes  swimming  upon  the  surface,  and  plunge 
for  it.  Hence  reflections,  if  viewed  collectively,  are 
alwaj'S  clear  in  proportion  to  tho  distance  of  the  water 
on  which  they  are   cast.     And   now  look  at    Turner's 

and  yet  the  Bortace  is  not  lost,  and  11  would  deprive  the  pninter  of 
much  power  if  he  were  not  sometimes  eo  to  represent  them, especially 
wlien  hia  object  is  repose  ;  it  being,  at  course,  as  lawful  for  hira  to 
choose  one  adoptatiou  of  the  sight  as  another,  I  have,  however,  left 
the  above  paragmphs  as  first  writlen  because  tliey  arc  true,  nllhough 
I  think  they  make  too  much  of  an  uuimporlant  matter.  The  reader 
may  Attribute  to  them  such  weight  as  be  thinks  Qt.  He  is  referred  to 
%  11  of  this  chapter,  and  to  g  4  of  the  SrsL  chapter  of  this  sectioti. 
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Ullitawater,  or  any  of  his  distant  lake  expanses,  and  you 
will  find  every  crag  and  line  of  the  hills  rendered  in 
them  with  absolute  fidelity,  while  the  near  surface  shows 
nothing  but  a  vagne  confusion  of  exquisite  and  lustrous 
tint.  The  reflections  even  of  the  clouds  will  be  giveu 
far  off,  while  those  of  near  boats  and  figures  will  be  con- 
fused and  mixed  among  each  other,  except  just  at  the 
water-line. 

And  now  wo  see  what  Vandcvelde  ought  to  have  done 
with  the  shadow  of  his  ship  spoken  of  in  the  first  chapter 
IB.  The  error  Of  of  tUia  setition.  In  such  a  calm,  we  should  in 
VuidoYEide.  nature,  if  we  had  looked  for  the  reflection, 

have  seen  it  clear  from  the  water-line  to  the  flag  on  tho 
mainmast ;  but  in  so  doing,  we  should  have  appeared  to 
ourselves  to  be  looking  under  the  water,  and  should  have 
lost  all  feeling  of  sui-face.  When  wo  look  at  the  surfa<?e 
of  the  sea,— as  we  naturally  should, — we  should  have 
seen  the  image  of  the  hull  absolutely  clear  and  perfect, 
because  that  imago  is  cast  on  distant  water;  but  we 
should  have  seen  the  image  of  the  masts  and  sails  grad- 
ually more  confused  as  they  descended,  and  the  water 
close  to  us  would  have  home  only  upon  its  surface  a  maze 
of  flashing  color  and  indefinite  hue.  Had  Vandevelde, 
therefore,  given  the  perfect  imago  of  his  ship,  he  would 
have  represented  a  truti  dependent  on  a  particular  effort 
of  the  eye,  and  destroyed  its  surface.  But  his  business 
was  to  give,  not  a  distinct  reflection,  but  the  colors  of 
the  reflection  in  mystery  and  disorder  upon  his  near 
water,  all  perfectly  vivid,  but  none  intelligible ;  and  had 
he  done  so,  the  eye  would  not  have  troubled  itself  to 
search  them  out ;  it  woald  not  have  cared  whence  or  how 
the  colors  came,  but  it  would  have  felt  them  to  be  true 
and  right,  and  rested  satisfied  upon  the  poUshed  surface 
of  the  clear  sea.  Of  the  perfect  truth,  the  best  examples 
I  can  give  are  Turner's  Saltash  and  Castle  Upnor. 

Be  it  next  observed  that  the  reflection  of  all  near  ob- 
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jeetB  is,  by  our  fifth  rule,  not  an  exact  copy  of  the  parta 
of  them  which  we  see  above  the  water,  but  a  totally  dif- 
ferent view  anil  amiiif'enient  of  tbem,  that 

,,,  1         11  ,     .-  ,       ,■  i  T.  Difference  to 

which  we  ehould  get  u  we  were  loolcmg  8iTBi«™ieut  ot 
at  them  from  beneath.  Heace  we  see  the  wiiKicd  ubject 
dark  sides  of  leaves  hanging  over  a  stream, 
in  their  reflection,  though  we  see  the  light  sides  above, 
and  all  objects  and  groups  of  objects  are  thus  seen 
in  the  reflection  under  different  lights,  and  in  dif- 
ferent positions  with  respect  to  each  other  from  those 
which  they  asstime  above ;  some  which  wo  see  on  the 
bank  being  entirely  lost  in  their  reflection,  and  others 
which  we  cannot  see  on  the  bank  brought  into  view. 
Hence  nature  contrives  never  to  repeat  herself,  and  the 
surface  of  water  is  not  a  mockery,  but  a  new  view  of 
what  is  above  it.  And  thia  difference  in  what  is  repre- 
sented, as  well  as  the  obscurity  of  the  representation,  is 
one  of  the  chief  sources  by  which  the  sensation  of  surface 
is  kept  up  in  the  reality.  The  reflection  is  not  so  re- 
markable, it  does  not  attract  the  eye  in  the  same  degree 
when  it  is  entirely  different  from  the  images  above,  as 
when  it  mocks  them  and  repeats  them,  and  we  feel  that 
the  space  and  surface  have  color  and  character  of  their 
own,  and  that  the  bank  ia  one  thing  and  the  water  an- 
other. It  is  by  not  making  this  change  manifest,  and 
giving  nndemeath  a  mere  duplicate  of  what  is  seen  above, 
that  artists  are  apt  to  destroy  the  essence  and  substance 
of  water,  and  to  drop  us  through  it. 

Now  one  instance  will  be  sufficient  to  show  the  ex- 
quisite care  of  Turner  in  this  respect.  On  the  left- 
hand  side  of  his  Nottingham,  the  water  (*  ,  „, 
smooth  canal)  is  terminated  by  a  bank  fnm  ibo  woria 
fenced  up  with  wood,  on  which,  just  at  the 
edge  of  the  water,  stands  a  white  sign-post.  A  quarter 
of  a  mile  back,  the  hill  on  which  Nottingham  Castle 
stands  rises  steeply  nearly  to   the  top  of  the  picture. 
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The  upper  part  of  this  hill  is  in  bright  golden  light,  and 
the  lower  in  very  deep  gray  shadow,  against  which  the 
white  board  of  the  sign-post  is  seen  entirely  in  light  re- 
lief, though,  being  turned  from  the  light,  it  is  itself  in 
delicate  middle  tint,  illumined  only  on  the  edge.  But 
the  image  of  all  this  in  the  canal  is  very  different.  First, 
we  have  the  reflection  of  the  piles  of  the  bank,  sharp 
and  clear,  but  under  this  we  have  not  what  we  see  above 
it,  the  dark  bme  of  the  hill,  (for  this  being  a  quarter  of 
a  mile  back,  we  could  not  see  over  the  fence  if  we  were 
looking  from  below,)  but  the  golden  summit  of  the  hill, 
the  shadow  of  the  under  part  having  no  record  nor  place 
in  the  reflection.  But  this  summit,  being  very  distant, 
cannot  bo  seen  clearly  by  the  eye  while  its  focus  is 
adapted  to  the  surface  of  the  water,  and  accordingly  its 
reflection  is  entirely  vague  and  confused;  you  cannot 
tell  w^hat  it  is  meant  for,  it  is  mere  playing  golden  light. 
But  the  sign-post,  being  on  the  bank  close  to  us,  will  be 
reflected  cleai-ly,  and  accordingly  its  distinct  image  is 
seen  in  the  midst  of  this  confusion.  But  it  now  is  re- 
lieved, not  against  the  dark  base,  but  against  the  illu- 
mined summit  of  the  hill,  and  it  appears,  therefore,  in- 
stead of  a  white  space  thrown  out  from  blue  shade,  a 
(lark  gi*ay  space  thrown  out  from  golden  light.  I  do  not 
know  that  any  more  magnificent  example  could  be  given 
of  concentrated  knowledge,  or  of  the  daring  statement 
no.  Thcboidnew  ^^  most  diflicult  truth.  For  who  but 
8hown"nVhe^ob^  ^^^^  consummatc  artist  would  have  had 
«enancc  of  it.  couragc,  cvcu  if  lie  had  perceived  the  laws 
wliich  required  it,  to  undertake  in  a  single  small  space 
of  water,  the  painting  of  an  entirely  new  picture,  with 
all  its  tonofl  and  arrangements  altered, — what  was  made 
above  bright  by  opposition  to  blue,  being  underneath 
made  cool  and  dark  by  opposition  to  gold ; — or  would 
have  dared  to  contradict  so  boldly  the  ordinary  expecta- 
tion of  the  uncultivated  eye,  to  find  in  the  reflection  a 
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mockery  for  the  reality  T  But  tho  reward  is  immediate, 
tor  not  only  is  the  change  most  grateful  to  the  eye,  and 
most  exquisite  as  compositiou,  but  the  surface  of  the 
water  in  consequence  ot  it  is  felt  to  be  as  spacioos  as  it 
is  iilear,  and  the  eye  rests  not  on  the  inverted  image  of 
the  material  objects,  but  on  the  element  which  receives 
them.  And  wc  have  a  further  instance  in  this  passage 
of  the  close  study  which  is  required  to  enjoy  the  works 
of  Turner,  for  another  artist  might  have  altered  the  re- 
flection or  confused  it,  but  he  would  not  have  reasoned 
npon  it  so  as  to  find  out  tchat  tlie  ej:ad  alferalion  must  be  ; 
and  if  we  bad  tried  to  account  for  the  reflection,  we 
should  have  found  it  false  or  inaccurate.  But  the  master- 
mind of  Turner,  without  effort,  showers  its  knowledge 
into  every  touch,  and  we  have  only  to  trace  ont  even  his 
slightest  passages,  part  by  part,  to  find  in  them  the  uni- 
versal working  of  the  deepest  thought,  that  consisteucy 
of  every  minor  truth  which  admits  of  and  invites  the 
some  ceaseless  study  as  the  work  of  nature  herself. 

There  is,  however,  yet  another  peculiarity  in  Turner's 
painting  of  smooth  water,  which,  though  less  de8er%'ing 
of  admiration,  as  being  merely  a,  mechan-  i  lo.  The  tut- 
ical  excellence,  is  not  less  wonderful  than  fiTTura^VpBint 
its  other  qualities,  nor  less  unique — a  ""e <" ""o "«««'■ 
peculiar  texture,  namely,  given  to  the  most  delicate  tints 
of  the  surface,  when  there  is  little  reflection  from  any- 
thing except  sky  or  atmosphere,  and  which,  just  at  the 
points  where  other  painters  are  reduced  to  paper,  gives 
to  the  surface  of  Turner  the  greatest  ajipearance  of  sub- 
stantial liquidity.  It  is  impossible  to  say  how  it  is  pro- 
duced ;  it  looks  like  some  modiiication  of  body  color ; 
but  it  certainly  is  not  body  color  used  as  by  other  men, 
for  I  have  seen  this  expedient  tried  over  and  over  again 
without  success ;  and  it  is  often  accompanied  by  crum- 
bling touches  of  a  dry  brush,  which  never  could  have  been 
pat  apou  body  color,  and  which  could  not  have  shown 
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through  uudei'Death  it.  As  a  piece  of  mechanical  excel- 
lence it  is  oue  of  the  most  remarkable  thing^s  iu  the 
works  of  the  master;  and  it  brings  the  truth  of  his 
water -pain  ting  up  to  the  last  degree  of  perfection,  often 
rendering  those  passag-es  of  it  the  most  attractive  and 
delightful,  which,  from  their  delicacy  and  paleness  of 
tint,  would  have  been  weak  and  pajjery  in  the  bands  of 
any  other  man.  The  beat  instance  of  it  I  can  give,  is,  I 
think,  the  distance  of  the  Devonport  with  the  Dock- 
yards. 

After  all,  however,  there  is  more  in  Turner's  painting 
of  water  surface  than  any  philosophy  of  reflection,  or 
1 11.  ii«  oniied  ojiy  peculiarity  of  means,  can  account  for 
qnaiiUta.  ^j.  accomplish  i  there  is  a  might  and  won- 

der about  it  which  will  not  admit  of  our  whys  or  hows. 
Take,  for  instance,  the  picture  of  the  Sun  of  Venice  going 
to  Sea,  of  1843,  respecting  which,  however,  there  are  one 
or  two  circumstances  wbich  may  as  well  be  noted  besides 
its  water-painting.  The  reader,  if  he  has  not  been  at 
Venice,  ought  to  be  made  aware  that  the  Venetian  fish- 
ing-boats, almost  without  exception,  carry  canvas  painted 
with  bright  colors,  the  favorite  design  for  the  centre  be- 
ing either  a  cross  or  a  large  sun  with  many  rays,  the 
favorite  colora  being  red,  orange,  and  black,  blue  occur- 
ring occasionally.  The  radiance  of  these  sails  and  of  the 
bright  and  grotesque  vanes  at  the  mast-heads  under 
sunlight  is  beyond  all  painting,  but  it  is  strange  that,  of 
constant  occurrence  as  these  boats  are  on  all  the  lagoons, 
Turner  alone  should  haTe  availed  himself  of  them.  Noth- 
ing could  be  more  faithful  than  the  boat  which  was 
the  principal  object  in  this  picture,  in  tlie  cut  of  the 
sail,  the  tilling  of  it,  the  exact  height  of  the  boom  above 
the  deck,  the  qiiartering  of  it  with  color,  finally  and 
especially,  the  hanging  of  the  fisli-baakets  about  the 
bows.  All  these,  however,  are  comparatively  minor  mer- 
its, (Uiough  not  the  blaze  of  color  which  the  artiBt  elicited 
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from  the  right  uae  of  these  circumstances,)  but  the  pecu- 
liar power  of  the  picture  was  the  painting  of  the  sea 
surface,  where  there  were  no  reflectioua  to  assist  it.  A 
stream  of  splendid  color  fell  from  the  boat,  but  that  oc- 
cupied the  centi-e  ouly ;  in  the  distance,  the  city  and 
crowded  boats  threw  down  some  playing  lines,  but  these 
still  left  on  each  side  of  the  boat  a  large  space  of  water 
reflecting  nothing  but  the  morning  sky.  This  was  di- 
vided by  an  eddying;  swell,  on  whose  continuous  sides 
the  local  color  of  the  water  was  seen,  pure  aquamarine, 
(a  beautiful  occurrence  of  closely -observed  truth,)  but 
still  there  remained  a  large  blank  space  of  pale  water  to 
be  treated,  the  sky  above  had  no  distinct  details  and  was 
pure  faint  gray,  with  broken  white  vestiges  of  cloud :  it 
gave  no  help  therefore.  But  there  the  water  lay,  no 
dead  gray  flat  paint,  but  downright  clear,  playing,  pal- 
pable surface,  full  of  indefinite  hue,  and  retiring  as  regu- 
larly and  visibly  ba<;k  and  far  away,  as  if  there  had  been 
objects  all  over  it  to  tell  the  story  by  perapective.  Now 
it  is  the  doing  of  this  which  tries  the  painter,  and  it  is 
his  having  done  this  which  made  me  say  above  that  "  no 
man  had  ever  painted  the  surface  of  calm  water  but 
Turner."  Tlie  8au  Benedetto,  looking  towarda  Fusina, 
contained  a  similar  passage,  equally  fine ;  in  one  of  the 
Canale  della  Guidecca  the  specific  green  color  of  the 
water  is  seen  in  front,  with  the  shadows  of  the  boats 
thrown  on  it  in  purple ;  all,  as  it  retires,  passing  into  the 
Ijure  reflective  blue. 

But  Turner  is  not  satisfied  with  this.  He  is  never 
altogether  content  unless  ho  can,  at  the  same  time  that 
he  takes  advantage  of  aU  the  placidity  of  , ,,  ReiMion  at 
repose,  tell  us  something  either  about  the  ™J™  ^'""™i 
past  commotion  of  the  water,  or  of  some  S^'°^^;  'trimnj 
present  stirring  of  tide  or  current  which  inoideniB,  Mioibe 
its  stillness  does  not  show,  or  give  us  some- 
thing: or  other  to  think  about  and  reason  upon,  as  well 
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as  to  look  at.  Take  a  lew  inatances.  His  Cowea,  Isle 
of  Wight,  is  a  summer  twilight  about  half  an  hour,  or 
more,  after  sunset.  Intensity  of  repose  is  the  great  aim 
throughout,  aaid  the  unity  of  tone  of  the  picture  is  one  of 
the  finest  things  that  Turner  has  ever  done.  But  there 
is  not  only  quietness,  there  is  the  very  deepest  solemnity 
in  the  whole  of  the  light,  as  well  ae  in  the  stillness  of 
the  vessels ;  and  Turner  wishes  to  enhance  this  feeling 
by  representing  not  only  repose,  but  power  in  repose, 
the  emblem,  in  the  sea,  of  the  quiet  ships  of  war.  Ac- 
cordingly, he  takes  the  greatest  possible  pains  to  get  his 
surface  polished,  calm,  and  smooth,  but  he  indicates  the 
reflection  of  a  buoy,  floating  a  full  quarter  of  a  mile  o£F, 
by  three  black  strokes  with  wide  intervals  between  them, 
the  last  of  which  touches  the  water  within  twenty  yards 
of  the  spectator.  Now  these  three  reflections  can  only 
indicate  the  farther  sides  of  three  rises  of  an  enormous 
swell,  and  give  by  their  intervals  of  separation,  a  space 
of  from  twelve  to  twenty  yards  for  the  broailth  of  each 
wave,  inclutling  the  sweep  between  thera,  and  this  swell 
is  farther  indicated  by  the  reflection  of  the  new  moon 
falling,  in  a  wide  zigzag  line.  The  exceeding  majesty 
which  this  single  circunastance  gives  to  the  whole  pict- 
nre,  the  sublime  sensation  of  power  and  knowledge  of 
former  exertion  which  we  instantly  receive  from  it,  if  we 
have  but  acquaintance  witli  nature  enough  to  understand 
its  language,  render  this  work  not  only  a  piece  of  the 
most  reflued  truth,  (as  which  I  have  at  present  named  it,) 
but  to  my  mind,  one  of  the  highest  pieces  of  intellectual 
art  existing. 

Again,  in  the  scone  on  the  Loire,  with  the  square  preci- 
pice and  fiery  sunset,  in  the  Rivera  of  Franco,  repose  has 

been  aimed  at  in  the  same  way,  and  most 
^    Lain    SDd    thoroughly  given ;  but  the  immense  width 

of  the  river  at  this  spot  makes  it  look  like 
a  lake  or  sea,  and  it  was  therefore  necessary  that  we 
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should  be  made  thoroughly  to  imderstand  and  feel  that 
this  is  not  the  calm  of  still  water,  but  the  trauquillity  of 
a  majestic  current.  Accordingly,  a  boat  swings  at  anchor 
on  the  right ;  and  the  stream,  dividing  at  its  bow,  flows 
towards  us  in  two  long,  dark  waves,  especial  attention  to 
which  is  enforced  by  the  one  on  the  left  being  brought 
across  the  reflected  stream  of  sunshine,  which  it  separates, 
and  which  is  broken  in  the  ueai'er  water  by  the  general 
undulation  and  agitation  caused  by  the  boat's  wake  ;  a 
wake  caused  by  the  waters  passing  it,  not  by  its  going 
through  the  water. 

Again,  in  the  Confluence  of  the  Seine  and  Mamo,  we 
have  the  repose  of  the  wide  river  stirred  by  the  paddles 
of  the  steamboat,  (whose  plashing  we  can  1 1^  Eiiirmrai 
almost  hear,  for  we  are  especially  com-  mn^S'^h?™™ 
pelled  to  look  at  them  by  their  being  made  ''™'  "*""*■ 
the  central  note  of  the  composition — the  blackest  object 
in  it,  opposed  to  the  strongest  light,)  and  this  disturbance 
is  not  merely  caused  by  the  two  lines  of  surge  from  the 
boat's  wake,  for  any  other  painter  must  have  given  these, 
bnt  Turner  never  rests  satisfied  till  he  has  told  you  all 
in  his  power;  and  he  has  not  only  given  the  receding 
surges,  but  these  have  gone  on  to  tlio  shore,  have  struck 
upon  it,  and  been  beaten  back  from  it  in  another  line  of 
weaker  contrary  surges,  whose  poiut  of  intersection  with 
those  of  the  wake  itself  is  marked  by  the  sudden  sub- 
division and  disorder  of  the  waves  of  the  wake  on  the 
extreme  left,  and  whose  reverted  direction  is  exquisitely 
given  where  their  lines  cross  the  calm  water,  close  to  the 
spectator,  and  marked  also  by  the  sudden  vertical  spring 
of  the  spray  just  where  they  intersect  the  swell  from  the 
boat ;  and  in  order  that  we  may  fully  be  able  to  account 
for  these  reverted  waves,  we  are  allowed,  just  at  the  ex- 
treme right-hand  limit  of  the  picture,  to  see  the  point 
where  the  swell  from  the  boat  meets  the  shore.  In  the 
Chaise  de  Gargantua  we  have  the  still  water  lulled  by  the 
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dead  calm  which  nsnally  precedes  the  most  violent  storms, 
suddenly  broken  upon  by  a  tremendous  burst  of  wind 
from  the  gathered  thunder-clouds,  scattering  the  boats, 
J15.  varione  ^^^  raising  the  water  into  rage,  except 
other  instances.  where  it  is  sheltered  by  the  hills.  In  the 
Jumiegcs  and  Vernon  we  have  farther  instances  of  local 
agitation,  caused,  in  the  one  instance,  by  a  steamer,  in 
the  other,  by  the  large  water-wheels  under  the  bridge, 
not,  observe,  a  mere  splashing  about  the  wheel  itself, 
this  is  too  far  off  to  be  noticeable,  so  that  we  should  not 
have  even  knoiJVTi  that  the  objects  beneath  the  bridge 
were  water-wheels,  but  for  the  agitation  recorded  a  quar- 
ter of  a  mile  down  the  river,  where  its  current  crosses  the 
sunlight.  And  thus  there  will  scarcely  ever  be  found  a 
piece  of  quiet  water  by  Turner,  without  some  story  in  it 
of  one  kind  or  another ;  sometimes  a  slight,  but  beautiful 
incident— oftener,  as  in  the  Cowes,  something  on  which 
the  whole  sentiment  and  intention  of  the  picture  in  a 
great  degi-ee  depends ;  but  invariably  presenting  some 
new  instance  of  varied  knowledge  and  observation,  some 
fresh  appeal  to  the  highest  faculties  of  the  mind. 

Of  extended  surfaces  of  water,  as  rendered  by  Turner, 
the  Loch  Katrine  and  Derwent-water,  of  the  Illustrations 
lift.  Tnrner'8  to  Scott,  and  the  Loch  Lomond,  vignette 
Lnf^SpanLff  of  ^^  Eogcrs's  Pocms,  are  characteristic  in- 
u^rraptcd  *by  rip-'  stauces.  Tlio  first  of  these  gives  us  the 
P^*^-  most  distant  part  of  the  lake  entirely  under 

the  influence  of  a  light  breeze,  and  therefore  entirely 
without  reflections  of  the  objects  on  its  borders ;  but  the 
whole  near  half  is  untouched  by  the  wind,  and  on  that  is 
cast  the  image  of  the  upper  pai*t  of  Ben- Venue  and  of  the 

islands.  The  second  gives  us  the  surface, 
croeVed  by  huu-    with  just  SO  much  motiou  upou  it  as  to 

prolong,  but  not  to  destroy,  the  reflections 
of  the  dark  woods, — reflections  only  interrupted  by  the 
ripple  of  the  boat's  wake.    And  the  third  gives  us  an  ex- 
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ample  ot  the  whole  surface  so  much  affected  by  ripple 
as  to  bring  into  exercise  all  those  laws  which  we  have 
seen  so  grossly  violated  by  Canaletto.  AVe  see  in  the 
Dearest  boat  that  though  the  lines  of  the  gunwale  are 
much  blacker  aud  more  conspicuous  than  that  of  the 
cutwater,  yet  the  gunwale  lines,  being  nearly  horizontal, 
have  no  reflection  whatsoever;  while  the  line  of  the  cut- 
water, being  vertical,  has  a  distinct  reflection  of  three 
times  its  own  length.  But  even  these  tremulous  reflec- 
tions are  only  visible  as  far  as  the  islands ;  beyond  them, 
as  the  lake  retires  into  distance,  we  find  it  receives  only 
the  reflection  of  the  gray  light  from  the  clouds,  and  runs 
in  one  fiat  whit-e  field  up  between  the  hills ;  and  besides 
all  this,  we  have  another  phenomenon,  qnite  new,  given 
to  us, — the  brilliant  gleam  of  light  along  the  centre  of  the 
lake.  This  is  not  caused  by  ripple,  for  it  is  cast  on  a 
surface  rippled  all  over ;  but  it  is  what  we  could  not  have 
without  ripple,— the  liglit  of  a  passage  of  sunshine.  I 
have  already  (Chap.  I.,  §  9)  explained  the  cause  of  this 
phenomenon,  which  never  can  by  any  possibility  take 
place  on  calm  water,  being  the  multitudinous  reflection 
of  the  sun  from  the  sides  of  the  ripples,  causing  an  ap- 
pearance of  local  light  and  shadow ;  and  being  dependent, 
like  real  light  and  shadow,  on  the  passage  of  the  clouds, 
though  the  dark  parts  of  the  water  are  the  reflections  of 
the  clouds,  not  the  shadows  of  them ;  and  the  bright 
parts  are  the  reflections  of  the  snn,  and  not  the  light  of 
it.  This  little  vignette,  then,  will  entirely  complete  the 
system  of  Turner's  universal  truth  in  quiet  water.  "We 
have  seen  every  phenomenon  given  by  him, — the  clear 
reflection,  the  prolonged  reflection,  the  reflection  broken 
by  ripple,  and  finally  the  ripple  broken  by  light  and 
shade ;  and  it  is  especially  to  be  observed  how  careful  he 
is,  in  this  last  case,  when  he  uses  the  apparent  light  and 
shade,  to  account  for  it  by  showing  us  in  the  whiteness 
of  the  lake  beyond,  its  universal  subjection  to  ripple. 


142         OF  WATER,  AS  PAINTED  BT  TURNER. 

AVe  have  not  spoken  of  Turner's  magnificent  drawing 
of  distant  rivers,  which,  however,  is  dependent  only  on 

more  complicated  application  of  the  same 

I  18.     nis  draw-      -  .  .^  .    T,  , .  rm. 

inK  of  diPtant    laws,    With    exqnisite   perspective.      The 

sweeps  of  river  in  the  Dryburgh,  (Illastra- 
tions  to  Scott,)  and  Melrose,  are  bold  and  characteristic 
examples,  as  well  as  the  Bonen  from  St.  Catherine's  Hill, 
and  the  Caudebec,  in  the  Rivers  of  France.  The  only 
thing  which  in  these  works  requires  particular  attention, 
is  the  care  with  which  the  height  of  the  observer  above 
the  river  is  indicated  by  the  loss  of  the  reflections  of  its 
banks.  This  is,  perhaps,  shown  most  clearly  in  the 
Caudebec.  If  we  had  been  on  a  level  with  the  river,  its 
whole  surface  would  have  been  darkened  by  the  reflec- 
tion of  the  steep  and  high  banks ;  but  being  far  above  it, 
we  can  see  no  more  of  the  image  than  we  could  of  the  hill 
itself,  if  it  were  actually  reversed  under  the  water ;  and 
therefore  we  see  that  Turner  gives  us  only  a  narrow 
line  of  dark  water,  immediately  under  the  precipice,  the 
broad  surface  reflecting  only  the  sky.  This  is  also  finely 
shown  on  the  left-hand  side  of  the  Dryburgh. 

But  all  these  early  works  of  the  artist  have  been 
eclipsed  by  some  recent  drawings  of  Switzerland.    Tliese 

latter  are  not  to  be  described  by  any  words, 
face    aPBociatcd    but  thoy  must  bo  uoted  here  not  only  as 

with  mist.  . 

presenting  records  of  lake  effect  on  grander 
scale,  and  of  more  imaginative  character  than  any  other 
of  his  works,  but  as  combining  effects  of  the  surface  of 
mist  with  the  surface  of  water.  Two  or  three  of  the 
Lake  of  Lucerne,  seen  from  above,  give  the  melting  of 
the  momitain  promontories  beneath  into  the  clear  depth, 
and  above  into  the  clouds ;  one  of  Constance  shows  the 
vast  lake  at  evening,  seen  not  as  water,  but  its  surface 
covered  with  low  white  mist,  Ijdng  league  beyond  league 
in  the  twilight  like  a  fallen  space  of  moony  cloud ;  one 
of  Goldau  shows  the  Lake  of  Zug  appearing  through  the 


OF  WATER,  AS  PAINTED  BY  TURNER. 


143 


chasm  of  a  thundercloud  under  sunset,  its  whole  surface 
oae  blaze  of  fire,  and  the  promontories  of  the  hills  thrown 
out  against  it,  like  spectres ;  another  of  Zurich  gives  the 
playing  of  the  green  waves  of  the  river  Einiong  white 
titrcams  of  moonlight :  two  purple  sunsets  ou  the  Lake 
of  Zug  are  distinguished  for  the  glow  obtained  without 
positive  color,  the  rose  and  ptirple  tints  being  in  great 
measure  brought  by  opposition  out  of  browns :  finally,  a 
drawing  executed  in  1845  of  the  town  of  Lucerne  from 
the  lake  is  unique  for  its  expression  of  water  surface  re- 
flecting the  clear  green  hue  of  sky  at  twilight. 

It  will  be  remembered  that  it  was  said  above,  that 
Tomer  was  the  only  painter  who  had  ever  represented 
the  surface  of  calm  or  the/twee  of  agitated 
water.  He  obtains  this  expression  of  force  idb  of  '«i'ios 
in  falling  or  running  water  by  fearless  and  cniisr  eiprwsl™ 
full  rendering  of  its  forms.  He  never  loses 
himself  and  his  subject  in  the  splash  of  the  fall — his 
presence  of  mind  never  fails  as  he  goes  down ;  he  does 
not  blind  us  with  the  spray,  or  veil  the  countenance  of 
his  fall  with  its  own  drapery.  A  little  crumbling  white, 
or  lightly  rubbed  paper,  will  soon  give  the  effect  of  in- 
discriminate foam ;  but  nature  gives  more  than  foam- 
she  shows  beneath  it,  and  through  it,  a  peculiar  character 
of  exquisitely  studied  form  bestowed  on  every  wave  and 
line  of  fall ;  and  it  is  this  variety  of  definite  character 
which  Turner  always  aims  at  rejecting,  as  much  as  possi- 
ble, everj'thing  that  conceals  or  overwhelms  it.  Thus, 
in  the  Upper  Fall  of  the  Tees,  though  the  whole  basin 
of  the  fall  is  blue  and  dim  with  the  rising  vapor,  yet  the 
whole  attention  of  the  spectator  is  directed  to  that  which 
it  was  peenliarly  diflicult  to  render,  the  concentric  zones 
and  delicate  curves  of  the  falling  water  itself ;  and  it  is 
impossible  to  express  with  what  exquisite  accuracy  these 
are  given.  They  are  the  characteristics  of  a  powerful 
stream  descending  without   impediment  or  break,  but 
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from  a  nnrrow  channel,  so  as  to  expand  as  it  falls. 
They  are  the  constant  form  which  such  a  stre.am  assumes 
as  it  descends;  and  yet  I  think  it  would  be  difficult  to 
point  to  another  instance  of  their  being  rendered  in  art. 
Ton  will  find  nothing  in  the  waterfalls  even  of  our  best 
painters,  but  springing  lines  of  parabolic  descent,  and 
splashing,  shapeless  foam ;  and,  in  consequence,  though 
they  make  you  imderatjind  the  swiftness  of  the  water, 
they  never  let  you  feel  the  weight  of  it ;  the  stream  in 
their  hands  looks  active,  not  stipine,  as  if  it  leaped,  not  as 
if  it  fell.  Now  water  will  leap  a  little  way, 
it  will  leap  down  a  weir  or  over  a  stone, 
^^  but  it  fumbles  over  a  high  fall  like  this : 
B..™  uj  u,u).         ^^^  ^j.  -^  .^.jjgQ  ^Q  [lavQ  ]f,gt,  jijg  parabolic 

line,  and  airived  at  the  catenary, — wlien  we  have  lost  the 
spring  of  the  fall,  and  arrived  at  the  plunge  of  it,  that  we 
begin  really  to  feel  its  weight  and  wildness.  "WTiere 
water  takes  its  first  leap  from  the  top,  it  is  cool,  and  col- 
lected, and  uninteresting,  and  mathematical,  but  it  is 
when  it  finds  that  it  has  got  into  a  scrape,  and  has  failher 
to  go  than  it  thought  for,  that  its  character  comes  out ; 
it  is  then  that  it  begins  to  writhe,  and  twist,  aud  sweep 
out  zone  after  zone  in  wilder  stretching  as  it  falls,  and 
to  send  down  the  rocket-like,  lance -pointed,  whizzing 
shafts  at  its  sides,  sounding  for  the  bottom.  And  it  is 
this  prostration,  this  hopeless  abandonment  of  its  pon- 
derous power  to  the  air,  which  is  always  peculiarly  ex- 
preawed  by  Turner,  and  especially  in  the  case  before  us 
while  our  other  artists,  keeping  to  the  parabolic  line, 
where  they  do  not  lose  themselves  in  smoke  and  foam, 
make  their  cataract  look  muscular  and  wiry,  and  may  con- 
sider themselves  fortunate  if  they  can  keep  it  from  stop- 
ping. I  believe  the  maj  esty  of  motion  which  Turner  haa 
given  by  these  concentric  catenary  lines  must  be  felt  even 
by  those  who  have  never  seen  a  high  waterfall,  and  there- 
fore cannot  appreciate  their  exquisite  fidelity  to  nature. 
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111  the  Chain  Bridge  ovpp  the  Tees,  this  paasiveness 
and  swinging  of  the  water  to  and  fro  ai'e  yet  moro  re- 
markable; while  WG  have  another  characteristic  of  a 
great  waterfall  given  to  ns,  that  the  wind,  in  this  in- 
stance coming  up  the  valley  against  the  eurront,  takes 
the  spray  up  off  the  edges,  and  carries  it  back  in  little 
torn,  reverted  rags  and  threads,  seen  in  delicate  form 
against  the  darkness  on  the  left.  But  we  must  under- 
stand a  little  more  about  the  nature  of  running  water 
before  we  can  appreciate  the  drawing  either  of  this,  or 
any  other  of  Turner's  torrents. 

"When  water,  not  in  very  great  tody,  runs  in  a  rocky  bed 
much  interrupted  by  hollows,  so  that  it  can  rest  every 
now  and  then  in  a  pool  as  it  goes  along,  it  [m.  niffercncein 
does  not  acquire  a  continuous  -velocity  of  ^?,  wh^rmn'ti^- 
motion.  It  pauses  after  everj-  leap,  and  Ss[Tupi»d"Theta- 
curdles  about,  and  rests  a  little,  and  then  fl™E^nir>™^rf 
goes  on  again;  and  if  in  this  comparatively  "•'»d- 
tranquil  and  rational  state  of  mind  it  meets  with  an  ob- 
stacle, as  a  rock  or  stone,  it  parts  on  each  side  of  it  with 
a  little  bubbling  foam,  and  goes  round ;  if  it  comes  to  a 
step  ill  its  bed,  it  leaps  it  lightly,  and  then  after  a  little 
plashing  at  the  bottom,  stops  again  to  take  breath.  But 
if  its  bed  be  on  a  continuous  slope,  not  much  interrupted 
by  hollows,  so  that  it  cannot  rest,  or  if  its  own  mass  be 
so  increased  by  flood  that  its  usual  resting-places  are  not 
sufficient  for  it,  but  that  it  is  perpetually  pushed  out  of 
them  by  the  following  current,  before  it  has  htid  time  to 
tranquillize  itself,  it  of  course  gains  velocity  with  every 
yard  that  it  runs ;  the  impetus  got  at  one  leap  is  carried 
to  the  credit  of  the  nest,  until  the  whole  stream  becomes 
one  mass  of  unchecked,  accelerating  motion.  Now 
when  water  in  this  state  comes  to  an  obstacle,  it  does 
not  part  at  it,  but  clears  it,  like  a  race-horse ;  and  when 
it  comes  to  a  hollow,  it  docs  not  fill  it  up  and  ruu  out 
leisurely  at  the  other  side,  but  it  rushes  down  into  it  and 
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comes  up  again  on  the  other  side,  aa  a  ship  iiitFO  the  hol- 
low of  the  sea  Hence  the  whole  appearance  of  the  bed 
of  the  stream  is  changed,  and  all  the  lines  of  the  water 
altered  in  their  nature.  The  quiet  stream  is  a  succession 
of  leaps  and  pools ;  the  leaps  are  light  and  springy,  and 
parabolic,  and  moke  a  great  deal  of  splashing  when  they 
tumble  into  the  pool ;  then  we  have  a  space  of  quiet 
curdling  water,  and  another  similar  leap  below.  But 
the  stream,  when  it  has  gained  an  impetus  takes  the 
(sa.  BntthEcon-  shape  of  its  bed,  never  stops,  is  equally 
u^'he'ahou"  "^^^P  '^^  equally  swift  everywhere,  goes 
ofiubed.  down  into  every  hollow,  not  with  a  leap, 

but  with  a  swing,  not  foaming,  nor  sploshing,  but  in  the 
bending  line  of  a  strong  sea- wave,  and  comes  up  again  on 
the  other  side,  over  rock  and  ridge,  with  the  ease  of  a 
bounding  leopard ;  it  it  meet  a  rock  three  or  four  feet 
above  the  level  of  its  bed,  it  will  neither  pait  nor  foam, 
nor  express  any  concern  about  the  matter,  but  clear  it  in 
a  smooth  dome  of  water,  without  apparent  exertion,  com- 
ing' down  again  aa  smoothly  ou  the  other  side ;  the  whole 
Bui'face  of  the  surge  being  drawn  into  parallel  lines  by 
its  extreme  velocity,  but  foamless,  except  in  places  where 
the  form  of  the  bed  opposes  itself  at  some  direct  angle 
to  such  a  line  of  fall,  and  causes  a  breaker ;  so  that  the 
whole  river  has  the  appearance  of  a  deep  and  raging  sea, 
with  this  only  difference,  that  the  torrent-waves  always 
break  backwards,  and  sea-waves  foi-waiils.  Thus,  then, 
iM.  uieiqnisiie  ^  ^^  Water  wliich  has  gained  an  impetus, 
carved  uaes.  -^e  have  the  most  exquisite  arrangements 

of  curA'ed  lines,  perpetually  changing  from  convex  to 
concave,  and  vice  versa  following  every  swell  and  hollow 
of  the  bed  with  their  modulating  grace,  and  all  in  tmison 
of  motion,  presenting  perhaps  the  most  beautiful  series 
of  inorganic  forms  which  natui'e  can  possibly  produce ; 
for  the  sea  runs  too  much  into  similar  and  concave  cui-ves 
with  sharp  edges,  but  every  motion  of  the  torrent  is 
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united,  and  all  its  curves  are  modlBcations  of  beautiful 
life. 

"We  Bee,  therefore,  why  Turner  seizes  on  these  curved 
lines  of  the  torrent,  not  only  as  being  among  the  most 
beautiful  forms  of  nature,  but  because  they  ,  j,^  t  o  r  n  e  t '  > 
are  an  instant  expression  of  the  utmost  ^'b  1  b'i'o  rTc  n  i 
power  and  velocity,  and  tell  U8  how  the  '""'■ 
torrent  has  been  flowing  before  we  see  it.  For  the  leap 
and  splash  might  be  seen  in  the  sudden  freakisbness  of 
a  quiet  stream,  or  the  fall  of  a  rivulet  over  a  mill-dara ; 
but  the  undulating  Hue  is  the  cxcIujUvc  attribute  of  the 
mountain  torrent,*  whose  fall  and  fury  have  made  the 
valleys  echo  for  miles ;  and  thus  the  moment  we  see  one 
of  its  curves  over  a  stone  in  the  foreground,  we  know 
how  far  it  has  come,  and  how  fiercely.  And  in  the  draw- 
ing we  have  been  speaking  of,  the  lower  fall  of  the  Tees, 
in  the  foreground  of  the   Kill  ie crank ie  and  Rhymer's 

*  On  a  Urge  scale  it  is  so,  but  the  same  linca  are  to  be  acen  for  tlie 
momcDC  wlicnever  water  becomes  escefdiugly  rapid,  and  yet  feels  tbe 
bottom  aa  it  posses,  bclog  not  thrown  up  or  cast  clear  of  it.  In  gen- 
eral, tbe  drawing  of  water  fnits  from  befug  loo  interrupted,  the  forms 
flung  hitlier  aud  tbitbcr,  and  brolicD  up  and  covered  with  briglit 
touches.  Instend  of  being  wrougbt  out  In  their  real  unities  of  curva- 
ture. It  is  difficult  enough  to  draw  a  curved  surface,  even  wUen  it 
is  rough  and  has  texture ;  but  to  Indicate  the  varied  and  sweeping 
forms  of  a  cryatalllne  and  polished  substance,  requires  far  more  skill 
and  patience  than  most  artists  possess.  In  some  respects  It  la  impos- 
sible. I  do  not  suppose  any  means  of  art  are  capable  of  rightly  ex- 
pressing tbe  smooth,  multitudinous  rippling  of  a  rapid  rivulet  of  shal- 
low water,  giving  Its  transparency  lustre  and  fully-develoijed  forms ; 
and  the  greater  number  of  tbe  lines  and  nctioos  of  torrent-waves  arc 
equally  incspressible.  The  effort  should,  nevertheless,  always  be 
made,  and  nbatcver  Is  sacrlQced  in  color,  freedom,  or  brightness,  the 
real  contours  ought  always  in  some  measure  to  be  drawn,  as  a  careful 
drnughtaman  secures  those  of  flesh,  or  any  other  Qncjy-modellcd  sur- 
face. It  Is  better,  in  many  respects,  tlie  drawing  should  miss  of 
being  U'k^  water,  than  that  it  should  miss  in  this  one  respect  the  gran- 
deur of  wBlcr.  Many  tricks  of  scratching  and  dashing  will  bring  ont 
a  deceptive  resemblance  ;  the  determined  and  laborious  rendering  of 
contour  alone  secures  sublimity. 
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Glen,  and  of  the  St.  Maurice,  in  Eogere's  Italy,  we  eball 
find  the  most  exq^uisito  instances  of  the  use  of  such  lines  i 

but  the  most  perfect  of  all  in  the  Llan- 
>.iiedra«ingo(ibe  thony  Abbey,  which  may  be  considered  as 
Id  iMt  Lianihouj    the  Standard  of  ton-ent-drawing.    The  chief 

light  of  the  picture  here  falls  upon  the 
surface  of  the  stream,  swelled  by  recent  rain,  and  its 
mighty  waves  come  rolling  down  close  to  the  spectator, 
green  and  clear,  but  pale  with  anger,  in  gigantic,  un- 
broken, oceanic  curves,  bending  into  each  other  without 
break  or  foam,  though  jets  of  fieiy  spray  are  cast  into  the 
air  along  the  rocky  shore,  and  rise  in  the  sunshine  in 
dusty  vapor.  The  whole  surface  is  one  united  race  of 
mad  motion;  all  the  waves  dragged,  as  I  have  described, 
into  lines  and  furrows  by  their  swiftness,  and  every  one 
of  these  fine  forms  is  drawn  with  the  most  studied  chiaro- 
scuro of  delicate  color,  grays  and  greens,  as  silvery  and 
pure  as  the  finest  passages  of  Paul  Veronese,  and  with  a 
refinement  of  execution  which  the  eye  strains  itself  in 
looking  into.  The  mpi<.lity  and  gigantic  force  of  this 
ton-ent,  the  exquisite  refinement  of  its  color,  and  the 
vividness  of  foam  which  is  obtained  through  a  general 
middle  tint,  render  it  about  the  most  perfect  piece  of 
painting  of  running  water  in  existence. 

Now  this  picture  is,  as  was  noticed  in  our  former  refer- 
ence to  it,  full  of  expression  of  every  kind  of  motion :  the 
i  »7.  And  of  tbo  clouds  are  in  wild  haste ;  the  sun  is  gleam- 
^„™P|^  Met^  ioff  f^t  ^^^  fitfully  through  the  leaves; 
cury  oDii  Argiii.  jjjg  ,.^[jj  drifting  away  along  the  hill-side ; 
and  the  torrent,  the  principal  object,  to  complete  the 
impression,  is  made  the  wildest  thing  of  all,  and  not  only 
wild  before  us,  and  with  us,  but  bearing  with  it  in  its 
every  motion,  from  its  long  course,  the  record  of  its  rage. 
Obser\-e  how  differently  Turner  uses  his  torrent  when 
the  spirit  of  the  picture  is  repose.  In  the  Mercury  and 
Argus  we  have  also  a  stream  in  the  foreground;  but,  in 
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coming  down  to  us,  we  see  it  stopping  twice  in  two  quiet 
and  glossy  pools,  upon  which  the  drinking  cattle  cast  an 
TiDstirred  image.  From  the  nearest  of  these,  the  water 
leaps  in  three  cascades  into  another  basin  close  to  us ;  it 
trickles  in  silver  threads  through  the  leaves  at  its  edge, 
and  falls  tinkling  and  splashing  (.though  in  considerable 
body)  into  the  pool,  stirring  its  quiet  surface,  at  which  a 
bird  is  stooping  to  drink,  with  concentric  and  curdling 
ripples  which  divide  round  the  stone  at  its  farthest 
border,  and  descend  in  sparkling  foam  over  the  lip  of 
the  basin.  Thus  we  find,  in  every  case,  the  system  of 
Turner's  truth  entirely  unbrokeu,  each  phase  and  phe- 
nomenon of  nature  being  recorded  exactly  where  it  is 
most  valuable  and  impressive. 

We  have  not,  however,  space  to  follow  out  the  variety 
of  his  torrent-drawing.  The  above  two  examples  are 
characteristic  of  the  two  great  divisions  or 
classes  of  toiTents— that  whose  motion  is 
foiitinuous,  and  whose  motion  is  interrupted :  all  draw- 
ing of  running  water  will  resolve  itself  into  the  repre- 
sentation of  one  or  other  of  these.  The  descent  of  the 
distant  stream  in  the  vignette  to  the  Boy  of  Egi-emond 
is  slight,  but  very  striking;  and  the  Junction  of  the 
Greta  and  Tees,  a  singular  instance  of  the  bold  di-awinp 
of  the  complicated  forms  of  a  shallow  stream  among 
multituilinous  rocks.  A  still  finer  example  occurs  in  a 
recent  drawing  of  Dazio  Grande,  on  the  St.  Gothard,  the 
waves  of  the  Toccia,  clear  and  blue,  fretting  among  the 
granite  debris  which  were  brought  down  by  the  storm 
that  destroyed  the  whole  road.  In  the  Ivy  bridge  the 
subject  is  the  rest  of  the  torrent  in  a  pool  among  fallen 
rocks,  the  forms  of  the  stones  are  seen  through  the  clear 
brown  water,  and  their  reflections  mingle  with  those  of 
the  foliage. 

More  determined  efforts  have  at  all  periods  been  made 
iu  sea-painting  than  iu  torrent-painting,  yet  leas  succesa* 
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tul.  As  above  stated,  it  is  easy  to  obtain  a  resemblance 
ol  broken  mnniiig  water  by  tricks  and  dexterities,  but 
i».  Bei-pitintintt.  ^^  ^^*  mws^be  legitimately  drawn  ;  it  can- 
mF/'i^raJI'DanB  "lot  be  given  as  utterly  disorganized  and 
f™^  confused,  ite  weight  and  mass  must  be  ex- 

pressed, and  tbe  efforts  at  expression  of  it  end  in  failure 
with  all  but  the  most  powerful  menj  even  with  these 
few  a  pai-tial  success  must  be  considered  worthy  of  the 
highest  praise. 

As  the  right  rendering:  of  the  Alps  depends  on  power 
of  drawing  snow,  so  the  right  painting  of  the  sea  must 
depend,  at  least  in  all  coast  scenery,  in  no  small  measure 
on  the  power  of  drawing  foam.  Yet  there  are  two  con- 
ditions of  foam  of  invariable  occurrence  on  breaking 
waves,  of  which  I  have  never  seen  the  slightest  record 
attempted;  first  the  thick  creamy  curdling  overlapping 
massy  form  which  remains  for  a  moment  only  after  the 
fall  of  the  wave,  and  is  seen  in  perfection  in  its  running 
up  the  beach  j  and  secondly,  the  thin  white  coating  into 
which  this  subsides,  which  opens  into  oval  gaps  and 
clefts,  marbling  the  waves  over  their  whole  surface,  and 
connecting  the  breakers  on  a  flat  shore  by  long  dragging 
streams  of  white. 

It  is  evident  that  the  difficulty  of  expressing  either  of 
these  two  conditions  must  be  immense.  The  lapping  and 
ciu:dling  form  is  difficult  enough  to  catch  even  when  the 
lines  of  its  undulation  alone  are  considered ;  but  the  lips, 
so  to  speak,  which  lie  along  these  lines,  are  fuU,  project- 
ing, and  marked  by  beautiful  light  and  shade ;  each  has 
its  high  light,  a  gradation  into  shadow  of  indescribable 
delicacy,  a  bright  reflected  light  and  a  dark  cast  shad- 
ow !  to  draw  all  this  requires  labor,  and  care,  and  firm- 
ness of  work,  which,  as  I  imagine,  must  always,  however 
skilfully  bestowed,  destroy  all  impression  of  wildness, 
accidentalism,  and  evanescence,  and  so  kill  the  sea. 
Again,  the  openings  in  the  thin  subsided  foam  in  their 
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irregular  modifications  of  circular  and  oval  shapes 
dragged  hither  and  thither,  would  be  hard  enough  to 
draw  even  if  they  could  be  seen  on  a  flat  surface ;  instead 
of  which,  every  one  of  the  openings  is  seen  in  undulation 
on  a  tossing  surface,  broken  up  over  small  surges  and 
ripples,  and  so  thrown  into  perspectives  of  the  most 
hopeless  intricacy.  Now  it  is  not  easy  to  express  the 
lie  of  a  pattern  with  oval  openings  on  the  folds  of  dra- 
pery. I  do  not  know  that  any  one  under  the  mark  of 
Veronese  or  Titian  conld  even  do  this  as  it  ought  to  be 
done,  yet  in  drapery  much  stiffness  and  error  nmy  be 
overlooked ;  not  so  in  sea, — the  slightest  inaccuracy,  the 
slightest  want  of  flow  and  freedom  in  the  line,  is  at- 
tached by  the  eye  in  a  moment  of  high  treason,  and  I  be- 
lieve success  to  bo  impossible. 

Yet  there  is  not  a  wave  or  any  violently  agitated  sea 
on  which  both  those  forma  do  not  appear, ^the  latter 
especially,  after  some  time  of  storm,  extends  over  their 
whole  surfaces;  the  reader  sees,  therefore,  why  I  said 
that  sea  could  only  be  painted  by  means  of  more  or  lesa 
dexterous  conventionalisms,  since  two  of  its  most  endur- 
ing phenomena  cannot  l>e  represented  at  all. 

Again,  as  respects  the  form  of  breakera  on  an  even 
shore,  there  is  difficulty  of  no  less  foi-midable  kind. 
There  is  in  them  an  irreconcilable  mixture 
of  fury  and  formalism.  Their  hollow  sur-  i 
face  is  marked  by  parallel  lines,  like  those  -i"-~— v. 

of  a  smooth  mill-weir,  and  graduated  by  reflected  and 
transmitted  lights  of  the  most  wonderful  intricacy,  its 
curve  being  at  the  same  time  necessarily  of  mathemati- 
cal purity  and  precision ;  yet  at  the  top  of  this  curve, 
when  it  nods  over,  there  is  a  sudden  laxity  and  giving 
way,  the  water  swings  and  jumps  along  the  ridge  like  a 
shaken  chain,  and  the  motion  nms  from  part  to  port  as 
it  does  through  a  serjient's  body.  Then  the  wind  is  at 
work  on  the  extreme  edge,  and  instead  of  letting  it  fiing 
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itself  oflf  naturally,  it  supports  it,  and  drives  it  back,  or 
scrapes  it  off,  and  carries  it  bodily  away ;  so  that  the 
spray  at  the  top  is  in  a  continual  transition  between 
forms  projected  by  their  own  weight,  and  forms  blown 
and  carried  off  with  their  weight  overcome ;  then  at  last, 
when  it  has  come  down,  who  shall  say  what  shape  that 
may  be  called,  which  shape  has  none  of  the  great  crash 
where  it  touches  the  beach. 

I  think  it  is  that  last  crash  which  is  the  great  taskmas- 
ter. Nobody  can  do  anything  with  it.  I  have  seen 
Copley  Fielding  come  very  close  to  the  jerk  and  nod  of 
the  lifted  threatening  edge,  curl  it  very  successfully, 
and  without  any  look  of  its  having  been  in  papers,  down 
nearly  to  the  beach,  but  the  final  fall  has  no  thunder  in 
it.  Turner  has  tried  hard  for  it  once  or  twice,  but  it  will 
not  do.  The  moment  is  given  in  the  Sidon  of  the  Bible 
Illustrations,  and  more  elaborately  in  a  painting  of  Bam- 
borough ;  in  both  these  cases  there  is  little  foam  at  the 
bottom,  and  the  fallen  breaker  looks  like  a  wall,  yet 
grand  always ;  and  in  the  latter  picture  very  beautifully 
assisted  in  expression  by  the  tossing  of  a  piece  of  cable, 
which  some  figures  are  dragging  ashore,  and  which  the 
breaker  flings  into  the  air  as  it  falls.  Perhaps  the  most 
successful  rendering  of  the  forms  was  in  the  Hero  and 
Leander,  but  there  the  drawing  was  rendered  easier  by 
the  powerful  effect  of  light  which  disguised  the  foam. 

It  is  not,  however,  from  the  shore  that  Turner  usually 
studies  liis  sea.  Seen  from  the  land,  the  curl  of  the 
181.  Their  effect,  breakers,  even  in  nature,  is  somewhat  uni- 
WiDj^wh^  form  and  monotonous;  the  size  of  the 
Bhore.  waves  out  at  sea  is  uncomprehended,  and 

those  nearer  the  eye  seem  to  succeed  and  resemble  each 
other,  to  move  slowly  to  the  beach,  and  to  break  in  the 
same  lines  and  forms. 

Afloat  even  twenty  yards  from  the  shore,  we  receive  a 
totally  different  impression.    Every  wave  around  us  ap- 
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pears  yast^every  one  different  from  all  tho  rest —and 
the  breakers  present,  now  that  we  see  them  with  their 
backs  towards  us,  the  grand,  extended,  and  varied  lines 
of  long  curvature,  which  are  peculiarly  expressive  both 
of  velocity  and  power.  RecklesHness,  before  unfelt,  is 
manifested  in  the  mad,  perpetual,  changeful,  undirected 
motion,  not  of  wave  after  wave,  as  it  appears  from  the 
shore,  but  of  the  very  same  water  rising  and  falling.  Of 
waves  that  successively  approach  and  break,  each  ap- 
pears to  the  mind  a  separate  individual,  whose  part  be- 
ing performed,  it  perishes,  and  is  succeeded  by  another; 
and  there  is  nothing  in  this  to  impress  us  with  the  idea 
of  restlessness,  any  more  than  in  any  successive  and 
continuous  f  mictions  of  life  anil  death.  But  it  is  when 
we  perceive  that  it  ia  no  succession  of  wave,  but  the 
same  water  constantly  rising,  and  crashing,  Euid  recoil- 
ing, and  rolling  in  again  in  new  forms  and  with  fresh 
fury,  that  we  perceive  the  perturbed  spirit,  and  feel  the 
intensity  of  its  unwearied  rage.  The  sensation  of  power 
is  also  trebled ;  for  not  only  is  the  vastness  of  apparent 
size  much  increased,  but  the  whole  action  is  different;  it 
is  not  a  passive  wave  rolling  sleepily  forward  until  it 
tumbles  heavily,  prostrated  upon  the  beach,  but  a  sweep- 
ing exertion  of  tremendous  and  living  strength,  which 
does  not  now  appear  io  fall,  but  to  hurst  upon  the  shore ; 
which  never  perishes,  but  recoils  and  recovers. 

Aiming  at  these  grand  characters  of  the  Sea,  Turner 
almost  always  places  the  spectator,  not  on  the  shore,  but 
twenty  or  thirty  yards  from  it,  beyond  the 
iirst  range  of  the  breakers,  as  in  the  Laud  a  prwsion  ot  urnvj 
End,  Fowey,  Dunbar,  and  Laughame.  The  "■  "^  '™- 
latter  has  been  well  engraved,  and  may  be  taken  as  a 
standard  of  the  expression  of  fitfulness  and  power.  The 
grand  division  of  the  whole  space  of  tlie  sea  by  a  few 
dark  continuous  furrows  of  tremendous  swell,  (the  break- 
ing of  one  of  which  alone  has  strewed  the  rocks  in  front 
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with  min),  furnishes  us  with  an  estimate  of  space  and 
strength,  which  at  once  reduces  the  men  upon  the  shore 
to  insects ;  ami  yet  through  this  terrific  simplicity  there 
is  inilicated  a  fitfuliiess  aud  fury  in  the  toesin^  of  the 
individual  lines,  which  give  to  the  whole  sea  a  wild,  un- 
wearied, reckless  incoherency,  like  that  of  an  enraged 
multitude,  whose  masses  act  together  in  frenzy,  while 
not  one  individual  feels  as  another.  Especial  attention 
is  to  be  directed  to  the  flatness  of  all  the  lines,  for  the 
same  principle  holds  in  sea  which  we  have  seen  in  moun- 
tains. All  the  size  anil  sublimity  of  nature  are  given 
not  by  the  height,  but  by  the  breadth  of  her  masses : 
and  Turner,  by  following  her  in  her  sweeping  lines, 
while  he  does  not  lose  the  elevation  of  its  surges,  adds 
in  a  tenfold  degroo  to  their  power :  further,  observe  the 

peculiar  expression  of  weight  which  there 
lior  eipreasiun  o(    is  in  Tumer's  wavcs,  precisely  of  the  same 

kind  which  we  saw  in  hie  waterfall.  We 
have  not  a  cutting,  springing,  elastic  line— no  jumping 
or  leaping  in  tho  waves:  Ihat  is  the  characteristic  of 
Chelsea  Keach  or  Hampstead  Ponds  in  a  storm.  But 
the  surges  roll  and  plunge  with  such  prostration  and 
hurling  of  their  mass  ng-ainst  the  shore,  that  we  feel  the 
rocks  are  shaking  under  them ;  and,  to  add  yet  more  to 
this  impression,  observe  how  little,  comparatively,  they 
are  broken  by  the  wind ;  above  the  floating  wood,  and 
along  the  shore,  we  haTe  indication  of  a  line  of  torn 
spray ;  but  it  is  a  mere  fringe  along  the  ridge  of  the 
surge— no  interference  with  its  gigantic  body.  The 
wind  has  no  power  over  its  tremendous  unity  of  foree 
and  weight.  Finally,  obaorve  how,  on  the  rocks  on  the 
left,  the  violence  and  swiftness  of  the  rising  wave  are 
indicated  by  precisely  the  same  lines  which  we  saw  were 
indicative  of  fury  in  the  torrent.  Tho  water  on  these 
rocks  is  the  body  of  the  wave  which  has  just  broken, 
rushing  up  over  them ;  and  in  doing  so,  like  the  torrent, 
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it  does  not  break,  nor  foam,  nor  part  upon  the  rock,  but 
accommodates  itself  to  every  one  of  its  swells  and  hol- 
lows, with  undulating  lines,  whose  grace  and  variety 
might  alone  sen^e  ua  for  a  day's  study  ;  and  it  is  only 
where  two  streams  of  this  rushing  water  meet  in  the  hol- 
low of  the  rock,  that  their  force  is  shown  by  the  vertical 
bound  of  the  spray. 

In  the  distance  of  this  ^rand  picture,  there  are  two 
waves  which  entirely  depart  from  the  principle  observed 
by  all  the  rest,  and  spring  high  into  the  ^^ 

air.  They  have  a  message  for  us  which  it  ti™  of  rwoiuoj 
is  important  that  we  should  understand. 
Their  leap  is  not  a  preparation  for  breaking,  neither  is 
it  caused  by  their  meeting  with  a  rock.  It  is  caused  by 
their  encounter  with  the  recoil  of  the  preceding  wave. 
When  a  lai'ge  surge,  in  the  act  of  breaking,  just  as  it 
curia  over,  is  hurled  against  the  face  either  of  a  wall  or 
of  a  vertical  rock,  the  soimd  of  the  blow  is  not  a  crash 
nor  a  roar ;  it  is  a  report  as  loud  as,  and  in  every  respect 
simitar  to,  that  of  a  great  gnm,  and  the  wave  is  dashed 
back  froui  the  rock  with  force  scarcely  diminished,  but 
reversed  in  direction, — it  now  recedes  from  the  shore, 
and  at  the  instant  that  it  encounters  the  f()llowing 
breaker,  the  residt  is  the  vertical  bound  of  both  whi<'h  is 
here  rendered  by  Turner.  Such  a  recoiling  wave  will 
proceed  out  to  sea  through  ten  or  twelve  ranges  of  fol- 
lowing breakers,  before  it  is  overpowered.  The  effect  of 
the  encounter  is  more  completely  and  palpably  given  in 
the  Quillebosnf,  in  the  Kivers  of  France.  It  is  peculiarly 
instructive  here,  as  informing  ua  of  the  nature  of  the 
coast,  and  the  force  of  the  waves,  far  more  clearly  than 
any  spray  about  the  rocks  themselves  could  .  n  n(  hn 

have  done.     But  the  effect  of  the  blow  at    ■trokeorabreakBr 
the  shore  itself  is  given   in  the  Land's 
End,  and  vignette  to  Lycidas.     Under  favorable  circum- 
fitances,  with  an  advancing   tide  under  a  heavy  gale^ 
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where  the  breakers  feel  the  shore  Tmdemeath  them 
u  iQomeDt  before  they  toach  the  rock,  so  as  to  nod  over 
when  they  strike,  the  effect  is  nearly  incredible  except  to 
an  eye-witness.  I  have  seen  the  whole  body  of  the 
wave  rise  in  one  white,  vertical,  broad  fountain,  eighty 
feet  above  the  sea,  half  of  it  beaten  so  fine  as  to  be  borne 
away  by  the  wind,  the  rest  turning  in  the  air  when  ex- 
hausted, and  falling  baek  with  a  weight  and  crash  like 
that  of  an  enormous  waterfall.  This  is  given  most  com- 
pletely in  the  Lycidas,  and  the  blow  of  a  less  violent 
wave  among  broken  rocks,  not  meeting  it  with  an  abso- 
lute wall,  along  the  shore  of  the  Land's  End.     This  last 

picture  is  a  study  of  sea  whose  whole 
actCT  of  Bca  on  «  organization  has  been  broken  up  by  con- 
™?iiSn<T  in  X    stant  recoils  from   a  rocky   coast.       The 

Liaugharue  gives  the  surge  and  weight  of 
the  ocean  in  a  gale,  on  a  comparatively  level  shore ;  but 
the  Land's  End,  the  entire  disorder  of  the  surges  when 
every  one  of  them,  divided  and  entangled  among  prom- 
ontories as  it  rolls  in,  and  beaten  back  part  by  part  from 
walls  of  rock  on  this  side  and  that  side,  recoils  like  the 
defeated  division  of  a  great  army,  throwing  all  behind  it 
into  disorder,  breaking  up  the  succeeding  waves  into 
vertical  ridges,  which  in  their  turn,  yet  more  totally 
shattered  upon  the  shore,  retire  in  more  hopeless  con- 
fusion, until  the  whole  surface  of  the  sea  becomes  one 
dizzy  whirl  of  rushing,  writhing,  tortured,  undirected 
rage,  bounding,  and  crashing,  and  coiling  in  an  anarchy 
of  enormous  i^ower,  subdivided  into  myriads  of  waves,  of 
which  every  one  is  not,  be  it  remembered,  a  separate 
surge,  but  part  and  portion  of  a  vast  one,  actuated  by 
internal  power,  and  giving  in  every  direction  the  mighty 
undulation  of  impetuous  line  which  glides  over  tlie 
rocks  and  writhes  in  the  wind,  ovci-whelraing  the  one, 
and  piercing  the  other  with  the  form,  fury,  and  swift- 
ness of  a  sheet  of  lambent  fire.     And  throughout  the 
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renilermg  of  all  this,  there  is  not  one  false  curve  given, 
not  one  which  is  uot  the  perfect  expression  of  visible 
motion ;  and  the  forms  of  the  infinite  sea  ore  drawn 
throughout  with  that  utmost  mastery  of  art  which, 
through  the  deepest  study  of  every  line  makes  every  line 
appear  the  wildest  child  of  chance,  while  yet  each  is  in 
itself  a  subject  and  a  picture  different  from  all  else 
around.  Of  the  color  of  this  magnificent  sea  I  have  be- 
fore spoken  i  it  is  a  solemn  green  gray,  (with  its  foam 
seen  dimly  through  the  darkness  of  twilight,)  modulated 
with  the  fulness,  changefulncss,  and  sadness  of  a  deep, 
wild  melody. 

The  greater  number  of  Turner's  paintings  of  open  sea 
belong  to  a  somewhat  earlier  period  thou  these  draw- 
ings ;  nor,  generally  speaking,  ore  they  of 
equal  value.  It  appears  to  me  tliat  the  ofTonier'Bcaiiier 
artist  had  at  that  time  either  less  knowl- 
edge of,  or  less  delight  in,  the  characteristics  of  deep 
water  tlian  of  coast  sea,  and  that,  in  consequence,  he  suf- 
fered himself  to  be  influenced  by  some  of  the  qualities 
of  the  Dutch  sea-painters.  In  particular,  he  borrowed 
from  them  the  habit  of  casting  a  dark  shadow  on  the 
near  waves,  so  as  to  bring  out  a  stream  of  light  behind ; 
and  though  he  did  this  in  a  more  legitimate  way  than 
they,  that  is  to  say,  expressing  the  light  by  touches  on 
the  foam,  and  indicating  the  shadow  as  cast  on  foamy 
Burface,  still  the  habit  has  induced  much  feebleness  and 
conventionality  in  the  pictures  of  the  period.  His  draw- 
ing of  the  waves  was  also  somewhat  petty  and  divided, 
small  forms  covered  with  white  fiat  spray,  a  condition 
which  I  doubt  not  the  artist  has  seen  on  some  of  the 
shallow  Dutch  seas,  but  which  I  have  never  met  with 
myself,  and  of  the  rendering  of  which  therefore  I  cannot 
speak.  Yet  even  in  these,  which  I  think  among  the 
poorest  works  of  the  painter,  the  expressions  of  breeze, 
motion,  and  light,  are  very  marvellous ;  and  it  is  instruc- 
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ti-ve  to  compare  them  either  with  the  lifeless  works  of 
the  Dutch  themselves,  or  with  any  modem  imitutions 
of  them,  as  for  instance  with  the  seas  of  Callcott,  where 
all  the  light  is  white  aud  all  the  shadows  gray,  where 
no  distinction  is  made  between  water  and  foam,  or  be- 
tween real  and  reflectiye  shadow,  and  which  are  gener- 
ally without  evidence  of  the  artists  having  ever  seen  the 
sea. 

Some  pictures,  however,  belonging  to  this  period  of 
Turner  are  free  from  the  Dutch  infection,  and  show  the 
real  power  of  the  artist.  A  very  important  one  is  in  the 
possession  of  Lord  Francis  Egerton,  somewhat  heavy  in 
its  forms,  but  remarkable  for  the  grandeur  of  distance 
obtained  at  the  horizon ;  a  much  smaller,  but  more 
powerful  example  is  the  Port  Ruysdael  in  the  possession 
of  E.  Bicknell,  Esq.,  with  which  I  know  of  no  work  at  all 
comparable  for  the  expression  of  the  white,  wild,  cold, 
comfortless  waves  of  northern  sea,  even  though  the  sea 
is  almost  subordinate  to  the  awful  rolling  clouds.  Both 
these  pictures  are  very  gray.  The  Pas  de  Calais  has 
more  color,  and  shows  more  art  than  either,  yet  is  less 
impressive.  Recently,  two  marines  of  the  same  subdued 
color  have  appeared  (1843)  among  his  more  radiant  works. 
One,  Osteud,  somewhat  forced  and  affected,  but  the 
other,  also  called  Port  Euysdael,  ia  among  the  moat  per- 
fect sea  pictures  he  has  produced,  and  especially  remark- 
able as  being  painted  without  one  marked  opposition 
either  of  color  or  of  shade,  fdl  quiet  and  simple  even  to 
an  extreme,  so  that  the  picture  was  exceedingly  uuattrac- 
tivfl  at  first  sight.  The  shadow  of  the  pier-head  on  the 
near  waves  is  marked  solely  by  touches  indicative  of  re- 
flected light,  and  so  mysteriously  that  when  the  picture 
is  seen  neai-,  it  ia  quite  untraceable,  and  comes  into  ex- 
istence as  the  spectator  retires.  It  is  thus  of  iieculiar 
truth  and  value ;  aud  instructive  as  a  contrast  to  the  dark 
shadows  of  his  earlier  time. 
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Few  people,  compoi'atively,  have  ever  seen  the  effect 
on  the  sea  of  a  powerful  sale  continued  without  inter, 
mission  for  three  or  four  daya  and  nights,  ^^  Effiftot™ 
and  to  those  who  have  not,  I  believe  it  "fter  iiroioBged 
must  be  unimaginable,  not  from  the  mere 
force  or  size  of  surge,  but  from  the  complete  annihilation 
of  the  limit  between  sea  and  air.  The  water  from  its 
prolonged  agitation  is  beaten,  not  into  mere  creaming 
foam,  but  into  masses  of  accumulated  ye-ast,*  which  hang 
in  ropes  and  wreaths  from  wave  to  wave,  aud  where  one 
curia  over  to  break,  form  a  festoon  like  a  drapery,  from 
its  edge  ;  these  are  taken  up  by  the  wind,  not  in  dissi- 
pating dust,  but  bodily,  in  writhing,  hanging,  coiling 

•  The  "  yesly  waves  "  of  Shakespeare  liarc  mode  the  likeness  famil- 
Inr,  nnd  probably  most  readers  take  the  exprcssloa  as  niercl}'  equiva- 
lent to ''  foamy  ;  "  but  Shakeapearc  knew  better.  Sea*[aain  does  aol, 
onder  ordinary  circumslanceB,  last  a  moment  after  It  is  formed,  but 
disappears,  as  above  described,  iu  a  mere  wliitc  film.  But  the  foam 
of  a  prolonged  tempest  is  altogether  difTercnt ;  it  is  "whipped"  foam, 
— thick,  purmancut,  and,  in  a  foul  or  discolored  sea,  very  ugly, 
espiK'ialty  !q  the  way  it  hiuigs  about  the  tops  of  the  waves,  nnd 
gathers  iQio  clotted  concretioua  before  the  driving  wind.  The  sea 
looks  truly  workiog  or  fermenting.  The  following  passage  from 
Feniroore  Cooper  is  an  interesting  conllrmatiou  of  the  rest  of  the 
above  description,  which  may  be  depended  upon  as  entirely  free 
from  eza^eralioD  : — "For  the  first  time  I  now  witnessed  a  tempest 
at  sea.  Gales,  and  pretty  hard  ones,  I  had  ofteo  seen,  but  the  force 
of  the  wind  on  this  occasion  as  much  exceeded  that  in  ordinary 
gales  of  wind,  as  tlie  force  of  these  had  exceeded  that  of  a  whole-sail 
breeie.  The  sea  seemed  crushed  :  t  he  pressure  of  the  swooping 
atmosplicre,  ns  the  currents  of  the  air  went  howling  over  the  surface 
of  the  ocean,  fairly  preventing  them  from  rising ;  or  where  a  mound 
of  water  did  appear,  it  was  scooped  up  aud  borne  off  in  spray,  as  the 
aie  dubs  inequalities  from  the  log.  When  the  day  returned,  a  species 
of  lurid,  sombre  light  was  diffused  over  the  watery  waste,  though 
nothing  was  visible  but  the  ocean  and  the  slilp.  Even  the  sea-birds 
seemed  to  have  taken  refuge  In  the  caverns  of  the  adjacent  coast,  none 
reappearing  with  the  dawn.  The  air  was  full  of  spray,  and  it  was 
with  difficuliy  that  the  eye  could  penetriite  as  far  into  the  humid 
atmosphere  as  half  a  mile." — ifiZea  Wallingford.  Haifa  mile  is  an 
over-estimate  in  coast. 
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masses,  wliieli  make  the  air  white  and  thick  as  with  snow, 
only  the  flakes  are  a  foot  or  two  long  each ;  the  surges 
themselves  are  full  of  foam  in  tlieir  very  bodies,  under- 
neath, making  them  white  all  through,  as  the  water  is 
ujider  a  great  cataract;  and  their  masses,  being  thus 
half  water  and  hali  air,  are  torn  to  pieces  by  the  wind 
whenever  they  rise,  and  carried  away  in  roaring  smoke, 
which  chokes  and  strangles  like  actual  water.  Add  to 
this,  that  when  the  air  has  been  exhausted  of  its  moisture 
by  long  rain,  the  spray  of  the  sea  is  caught  by  it  as  de- 
scribed above,  (Section  IN  Chapter  VL  §  13,)  and  covers 
its  surface  not  merely  with  the  smoke  of  finely  divided 
water,  but  with  boiling  mist ;  imagine  also  the  low  rain- 
clouds  brought  down  to  the  very  level  of  the  sea,  as  I 
have  often  seen  them,  whirling  and  flying  in  rags  and 
fragments  from  wave  to  wave ;  and  finally,  conceive  the 
surges  themselves  in  their  utmost  pitch  of  power,  veloc- 
ity, vastness,  and  madness,  lifting  themselves  in  preci- 
pices and  peaks,  furrowed  with  their  whirl  of  ascent, 
through  all  this  chaos  5  and  you  will  understand  that 
there  is  indeed  no  distinction  left  between  the  sea  and 
air;  that  no  object,  nor  horizon,  nor  any  landmark  or 
natural  evidence  of  position  is  left  1  that  the  heaven  is 
all  spray,  and  the  ocean  all  cloud,  and  that  you  can  see 
no  farther  in  any  direction  than  you  could  see  through  a 
cataract.  Suppose  the  effect  of  the  first  sunbeam  sent 
from  above  to  show  this  annihilation  to  itself,  and  you 
have  the  sea  picture  of  the  Academy,  1842 — ^the  snow- 
storm, one  of  the  very  grandest  statements  of  sea-motion, 
mist,  and  light  that  has  ever  been  put  on  canvas,  even 
by  Turner.  Of  course  it  was  not  understood ;  his  finest 
works  never  are ;  but  there  was  some  apology  for  the 
public's  not  comprehending  this,  for  few  people  have 
had  the  opportunity  of  seeing  the  sea  at  such  a  time, 
and  when  they  have,  cannot  face  it.  To  hold  by  a  mast 
or  a  rock,  and  watch  it  is  a  prolonged  endurajice  of 
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drowning  which  few  people  have  courage  to  go  through. 
To  those  who  have,  it  is  one  of  the  noblest  lessons  of 
nature. 

But,  I  think,  the  noblest  sea  that  Turner  has  ever 
painted,  and,  if  so,  the  noblest  certainly  ever  painted  by 
man,  is  that  of  the  Slave  Ship,  the  chief 
Academy  picture  of  the  exhibition  of  1840.    nobiWt  work,  the 
It  is  a  sunset  on  the  Atlantic  after  pro-    Seep  o^  sea  in 

1  1      J  11    ii_         1  •  1*   11         the  Slaye  Ship. 

longed  storm ;  but  the  storm  is  partially 
lulled,  and  the  torn  and  streaming  rain-clouds  are  moving 
in  scarlet  lines  to  lose  themselves  in  the  hollow  of  the 
night.  The  whole  surface  of  sea  included  in  the  picture 
is  divided  into  two  ridges  of  enormous  swell,  not  high, 
nor  local,  but  a  low,  broad  heaving  of  the  whole  ocean, 
like  the  lifting  of  its  bosom  by  deep-drawn  breath  after 
the  torture  of  the  storm.  Between  these  two  ridges,  the 
fire  of  the  sunset  falls  along  the  trough  of  the  sea,  dyeing 
it  with  an  awful  but  glorious  light,  the  intense  and  lurid 
splendor  which  bums  like  gold  and  bathes  like  blood. 
Along  this  fiery  path  and  valley,  the  tossing  waves  by 
which  the  swell  of  the  sea  is  restlessly  divided,  lift  them- 
selves in  dark,  indefinite,  fantastic  forms,  each  casting  a 
faint  and  ghastly  shadow  behind  it  along  the  illumined 
foam.  They  do  not  rise  everywhere,  but  three  or  four 
together  in  wild  gi'oups,  fitfully  and  furiously,  as  the 
under  strength  of  the  swell  compels  or  peimits  them; 
leaving  between  them  treacherous  spaces  of  level  and 
whirling  water,  now  lighted  with  green  and  lamp-like 
fire,  now  flashing  back  the  gold  of  the  declining  sun, 
now  fearfully  dyed  from  above  with  the  indistinguishable 
images  of  the  burning  clouds,  which  fall  upon  them  in 
fiakes  of  crimson  and  scarlet,  and  give  to  the  reckless 
waves  the  added  motion  of  their  o^vn  fiery  flying.  Pur- 
ple and  l)lue,  the  luiid  shadows  of  the  hollow  breakers 
ar(^  cast  upon  the  mist  of  the  night,  which  gathers  cold 
and  low,  advancing  like  the  shadow  of  death  upon  the 
11 


162 


OF  WATER,  AS  PAINTED  BT  TURNER. 


polity  *  sliip  as  it  labors  amidst  the  lightning  of  the  sea, 
its  thin  masts  written  upon  the  sky  in  lines  of  blood, 
girded  with  condonmatiou  in  that  fearful  hue  which  sigtis 
the  sky  with  hoiTor,  and  mixes  its  flaming  flood  with  the 
sunlight,— and  cast  far  along  the  desolate  heave  of  the 
sepulchral  waves,  incarnadines  the  multitudinous  sea. 

I  believe,  if  I  were  reduced  to  rest  Tui-ner's  immortality 
upon  any  single  work,  I  should  choose  this.  Its  daring 
tu\  Us  united  couception — ideal  in  the  highest  sense  of 
Mrfeiu™'  6%"!  the  word — is  based  on  the  purest  truth,  and 
whoiB.  wrought  out  with  the  concentrated  knowl- 

edge of  a  life ;  its  color  is  absolutely  perfect,  not  one 
false  or  morbid  hue  in  any  part  or  line,  and  so  modulated 
that  every  square  inch  of  canvas  is  a  perfect  composition ; 
its  drawing  as  accwata  aa  fearless;  the  ship  buoyant, 
bending,  and  full  of  motion ;  its  tones  as  true  eis  they  are 
wonderful ;  \  and  the  whole  picture  dedicated  to  the 
most  sublime  of  subjects  and  impressions — (completing 
thus  the  perfect  system  of  all  truth,  which  we  have 
shown  to  be  formed  by  Turner's  works)— the  power,  ma- 
jesty,  and  deathfulness  of  the  open,  deep,  illimitable 


'  She  is  n  slaver,  throwing  her  slaves  overboard.  Tlie  near  Bca  is 
encuinbered  with  corpses. 

t  There  is  &  piece  of  Iodc  of  the  samo  kind,  cqiinl  in  one  part,  but 
not  ao  united  with  the  rest  of  the  picture,  in  the  storm  scene  illustra- 
tive of  the  Antiquary, — a  Bunset  liglit  on  poliijlied  sen.  I  ought  to 
have  particulitrly  mentioned  the  sea  in  the  Lowesloffc,  as  a  piece  of 
tha  cutting  motion  of  shallow  water,  under  storm,  nitogether  in  gray, 
which  should  be  especially  contrasted,  as  a  piece  of  color,  with  the 
grays  of  Vandevelde,  And  the  sea  in  the  Great  Yarmouth  should 
have  been  noticed  for  its  expression  of  water  in  violent  agitation,  seen 
in  enormous  extent  from  a  great  elevation.  There  is  almost  every 
form  of  sea  in  it, — rolling  waves  dashing  on  the  pier — successive 
breakers  rolling  to  the  shore — a  vast  liorizon  of  multitudinous  waves 
— and  windini;  canals  of  calm  water  along  the  sands,  bringing  frag- 
ments of  bright  sky  down  into  their  yellow  waste.  There  is  hardly  one 
of  the  views  of  the  Southern  Coast  wliicb  does  not  give  some  new 
condition  or  circumstance  of  sea. 


SECTION  VL 
OP  TRUTH  OP  VEGETATION.— CONCLUSION. 
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OF  TBtrrn   OF   \'EGETATION. 

We  have  now  arrived  at  tho  conBideration  of  what  was, 
with  the  old  mastei-s,  the  subject  of  most  serious  and  per- 
petual study.  If  they  do  not  give  us  truth  here,  they 
cannot  have  the  faculty  of  truth  in  them;  ,j  Frequent 
for  foliage  is  the  diief  component  part  of  ^^"Ji[^*^orli; 
all  their  pictures,  and  is  finished  by  them  "'  "^  "'''  ni««e™. 
■with  a  care  and  labor  which,  if  bestowed  without  attaiu- 
ing  truth,  must  prove  either  their  total  bluntness  of  per- 
ception, or  total  powerleasness  of  baud.  With  the  Italian 
school  I  can  scarcely  recollect  ii  single  instance  in  which 
foliage  does  not  form  the  greater  pai-t  of  the  picture :  in 
fact,  they  are  rather  painters  of  tree-portrait  than  land- 
scape painters;  for  rocks,  and  sky,  and  architecture  are 
usually  mere  accessories  and  backgrounds  to  tlie  dark 
masses  of  laborious  foliage,  of  which  the  composition 
principally  consists.  Tet  we  shall  be  less  detained  by 
the  examination  of  foliage  than  by  our  former  subjects ; 
since  where  specific  fonn  is  organized  and  complete,  and 
the  occurrence  of  the  object  universal,  it  is  easy,  without 
requiring  any  lalwrious  attention  in  the  reader,  to  demon- 
strate to  him  quite  as  much  of  the  truth  or  falsehood  of 
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various  representatioiia  of  it,  as  may  serve  to  determiue 
the  character  and  rank  of  the  painter. 

It  will  be  best  to  begin  as  nature  does,  with  the  stems 
and  branches,  and  then  to  put  the  leaves  on.  And  in 
speaking  of  trees  generally,  be  it  observed,  when  I  say 
tjl  trees,  I  mean  only  those  ordinai-y  forest  or  copse  trees 
of  Europe,  which  are  the  chief  subjects  of  the  landscape 
painter.  I  do  not  mean  to  include  every  kind  of  foliage 
which  by  any  accident  can  find  its  way  into  a  picture, 
but  the  ordinary  trees  of  Europe, — oak,  elm,  ash,  hazel, 
willow,  birch,  beech,  poplar,  chestnut,  pine,  mulberry, 
olive,  ilex,  carubbe,  and  sucL  others.  I  do  not  purpose 
to  examine  the  chaiacteri sties  of  each  tree;  it  will  be 
enough  to  observe  the  laws  common  to  all.  First,  then, 
neither  the  stems  nor  the  boughs  of  any  of  the  above 
II.  LswBcom-  trees /o/>er,  except  where  they  fork.  'WTier- 
Tree^  't  beft  ^^^"^  ^  stem  sends  off  a  branch,  or  a  branch 
lanM'bBi  oniv"^  ^  ^^^^^''  bough,  or  a  lesser  bough  a  bud,  the 
™^  stem  or  the  branch  is,  on  the  instant,  less  in 

diameter  by  the  exact  quantity  of  the  breach  or  the  bough 
they  have  sent  off,  and  they  remain  of  the  same  diameter ; 
or  if  there  be  any  change,  rather  increase  than  diminish 
until  they  send  oiT  another  branch  or  bough.  This  law 
is  imperative  and  without  exception  i  no  bough,  nor  stem, 
nor  twig,  ever  tapering  or  becoming  naiTOwer  towards 
its  extremity  by  a  hairbreath,  save  where  it  paits  with 
some  portion  of  its  substance  at  a  fork  or  bud,  so  that  if 
all  the  twigs  and  sprays  at  the  top  and  sides  of  the  tree, 
which  are,  and  have  Ixe^i,  could  be  united  without  loss  of 
space,  they  would  form  a  round  log  of  the  diameter  of 
the  trunk  from  which  they  spring. 

But  as  the  trunks  of  most  trees  send  off  twigs  imd 

sprays  of  light  under-foliate,  of  which  every  individual 

fibre  takes  precisely  its  own  thickness  of 

ottapflrfcgeansed    wood  from  the  parent  stem,  and  as  many 

by  [reunenl  baaa.         .,,  ,  ~i         .  ,.■         i. 

of  these  drop  off,  leaving  nothing  but  a 
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small  excresence  to  record  their  existence,  there  is  fre- 
quently a  slight  and  delicate  appearance  of  tapering  be- 
stowed on  the  trunk  itself;  while  the  same  operation 
takes  place  much  more  extensively  in  the  branches,  it 
being  natural  to  almost  all  trees  to  send  out  from  their 
young  limbs  more  wood  than  they  can  support,  which, 
as  the  stem  increases,  gets  contnicted  at  the  point  of 
insertion,  so  as  to  check  the  flow  of  the  sap,  and  then 
dies  and  drops  off,  leaving  all  along  the  bough,  first  on 
one  side,  then  on  another,  a  series  of  small  excrescences, 
sufficient  to  account  for  a  degree  of  tapering,  which  is 
yet  so  very  slight,  that  if  we  select  a  portion  of  a  branch 
with  no  real  fork  or  living  bough  to  divide  it  or  diminish 
it,  the  tapering  is  scarcely  to  be  detected  by  the  eye ; 
and  if  we  select  a  portion  without  such  evidences  of  past 
ramification,  there  will  be  foimd  none  whatsoever. 

But  nature  takes  great  care  and  pains  to  conceal  this 
uniformity  in  her  boughs.  They  are  perpetually  parting 
with  little  sprays  here  and  there,  which 
steal  away  their  substance  cautiously,  and  nature  to  conceal 
where  the  eye  does  not  perceive  the  theft, 
until,  a  little  way  above,  it  feels  the  loss ;  and  in  the  up- 
per parts  of  the  tree,  the  ramifications  take  place  so  con- 
stantly and  delicately,  that  the  effect  upon  the  eye  is 
precisely  the  same  as  if  the  boughs  iictually  tapered,  ex- 
cept here  and  there,  where  some  avaricious  one,  greedy 
of  substance,  runs  on  for  two  or  three  yards  without 
parting  with  anything,  and  becomes  ungraceful  in  so 
doing. 

Hence  we  see  that  although  boughs  may,  and  must  be 
represented  as  ai^tually  tapering,  they  must  only  be  so 
when  they  are  sending  oft*  folijige  and  §  5.  Tbe  dejrroe  of 
sprays,  and  when  they  are  at  such  a  dis-  {S^^^nvprewut^ 
tancethat  the  particular  forks  and  divis-  «d  aH  cont/unouB. 
ions  cannot  be  evident  to  the  eye ;  and  faiiiher,  even  in 
such  circimistanccs  the  tapering  never  can  be  sudden  or 
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rapid.  No  bough  ever,  with  appearance  of  smooth  taper- 
ing, loses  more  than  one-tenth  of  its  tliameter  in  a  length 
of  ten  (Uameters.  Any  greater  diminution  than  this 
must  be  accounted  for  by  visible  ramification,  and  must 
take  place  by  steps,  at  each  fork. 

And  therefore  we  see  at  ouce  that  the  stem  of  Ga^par 
Pouasin's  tall  tree,  on  the  right  of  the  La  Eiccia,  in  the 
I B.  Tbp  trew  of  National  Gallery,  ia  a  painting  of  a  carrot 
aupar  Poumiq  :  qj.  ^  parsnip,  not  of  the  trunk  of  a  tree. 
For,  being  so  near  that  ovei-y  individual  leaf  is  visible, 
we  should  not  have  seen,  in  nature,  one  branch  or  stem 
actually  tapeidng.  We  should  have  received  an  impres- 
sion of  graceful  diminution;  but  we  should  have  been 
able,  on  examination,  to  trace  it  joint  by  joint,  fork  by 
fork,  into  the  thousand  minor  supports  of  the  leaves. 
GasparPouBsin'sstera,oii  the  contrary,  only  sends  off  four 
or  five  minor  branches  altogether,  and  both  it  and  they 
taper  violently,  and  without  showing  why  or  wherefore 
— without  parting  with  a  single  twig — without  showing 
one  vestige  of  roughness  or  escrescence — and  leaving, 
therefore,  their  unfortunate  leaves  to  hold  on  as  best 
they  may.  The  latter,  however,  are  clever  leavtis,  and 
support  themselves  as  swarming  beea  do,  hanging  on  by 
each  other. 

But  even  this  piece  of  work  is  a  jest  to  the  perpetra- 
tion of  the  bough  at  the  left-hand  upper  comer  of  the 
I T.  And  or  ibo  picture  opposite  to  it — the  View  near  Al- 
BSii>\"iki?  "iMi  bano.  This  latter  is  a  representation  of 
'■"■  an  ornamental  group  of  elephants'  tusks, 

with  feathers  tied  to  the  ends  of  them.  Not  the  wildest 
imagination  could  ever  conjure  up  in  it  the  remotest  re- 
semblimce  to  the  bough  of  a  tree.  It  might  be  the  claws 
of  a  witch— the  talons  of  an  eagle — the  horns  of  a  fiend ; 
but  it  is  a  full  assemblage  of  every  conceivable  falsehood 
which  can  be  told  respecting  foliage— a  piece  of  work  so 
barbarous  in  every  way,  that  one  glance  at  it  ought  to 
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prove  the  complete  cliarlatauism  and  trickery  of  the 
whole  system  of  the  old  landscape  painters.  For  I  will 
depart  for  once  from  my  usual  plan,  of  abstaining  from 
all  assertion  of  a  thing's  being  beautiful  or  otherwise ;  I 
will  say  here,  at  once,  that  such  di*awing  as  this  is  as  ugly 
as  it  is  childish,  and  as  painful  as  it  is  false  ;  and  that 
the  man  who  could  tolerate,  much  more,  who  could  de- 
liberately set  down  such  a  thing  on  his  canvas,  had 
neither  eye  nor  feeling  for  one  single  attribute  of  excel- 
lence of  Grod*s  works.  He  might  have  drawn  the  other 
stem  in  excusable  ignorance,  or  under  some  false  impres- 
sion of  being  able  to  improve  upon  nature;  but  this  is 
conclusive  and  unpardonable.  Again,  take  the  stem  of 
the  chief  tree  in  Claude's  Narcissus.  It  is  a  very  faith- 
ful portrait  of  a  large  boa-constrictor,  with  a  handsome 
tail ;  the  kind  of  trunk  which  young  ladies  at  fashionable 
boarding-schools  represent  with  nosegays  at  the  top  of 
them,  by  way  of  forest  scenery. 

Let  us  refresh  ourselves  for  a  moment,  by  looking  at 
the  truth.  "We  need  not  go  to  Turner,  we  will  go  to  the 
man  who,  next  to  him,  is  unquestiouably     .„  ^ 

_  /     ^  ^  p  I   1 .  •      -r.  ^8  8.  The  truth,  an 

the  greatest  master  of  foliage  iii  Jiiurope —  it  «»  piven  by  j. 
J.  D.  Harding.  Take  the  trunk  of  the 
largest  stone-i)ine,  Plate  25,  in  the  Park  and  the  Forest. 
For  the  fii'st  nine  or  ten  feet  from  the  ground  it  does  not 
lose  one  hairbreadth  of  its  diameter.  But  the  shoot, 
broken  off  just  under  tlit^  crossing  part  of  the  disttint  tree, 
is  followed  by  an  instant  diminution  of  the  trunk,  per- 
fectly appreciable  both  l)y  the  t^ye  and  the  compasses. 
Again,  the  stem  maintains  undiminished  thickness,  up  to 
the  two  shoots  on  the  loft,  from  tlu^  loss  of  Avliich  it  suffers 
again  perceptibly.  On  the  right,  immediately  above,  is 
the  stump  of  a  very  larg(^  bough,  wliost^  loss  reduces  the 
tnink  suddenlv  to  about  two- thirds  of  what  it  Avas  at  the 
root.  Diminished  again,  less  considerably,  by  the  minor 
branch  close  to  this  stumi),  it  noAV  retaiiis  its  diameter  up 
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to  the  three  branches,  broken  off  just  under  the  head, 
where  it  once  more  loses  in  diameter,  and  finally 
branches  into  the  multitude  of  head-boughs,  of  which 
not  one  will  be  found  tapering  in  any  part,  but  losing 
themselves  gradually  by  division  among  their  offshoots 
and  spray.     This  is  nature,  and  beauty  too. 

But  the  old  masters  are  not  satisfied  with  drawing' 
carrots  for  boughs.  Nature  can  be  violated  in  more  ways 
than  one,  and  the  industry  with  which  they 
seek  out  and  adopt  every  conceivable  mode 
of  contradicting  her  is  matter  of  no  small 
"niS°r£'^°™""  interest.  It  is  evident,  from  what  we  have 
above  stated  of  the  structure  of  all  trees, 
that  as  no  boughs  diminish  where  they  do  not  fork,  so 
they  cannot  fork  without  ditainishiug.  It  is  impossible 
that  the  smallest  shoot  can  be  sent  out  of  a  bough  with- 
out a  diminution  of  the  diameter  above  it ;  and  wherever 
a  branch  goes  off  it  must  not  only  be  less  in  diameter 
than  the  bough  fi-om  which  it  springs,  but  the  bough 
beyond  the  fork  must  be  less  by  preciaely  the  quantity 
of  the  branch  it  has  sent  off."  Now  observe  the  bough 
underneath  the  first  bend  of  the  great  stem  in  Claude's 
Narcissus :  it  sends  off  four  branches  like  the  ribs  of  a 
leaf.  The  two  lowest  of  these  are  both  quite  as  thick  as 
the  parent  stem,  and  the  stem  itself  is  much  thicker 
after  it  has  sent  olT  the  first  one  than  it  was  before. 
The  top  boughs  of  the  eeutral  tree,  in  the  Marriage 

•  it  sometimea  happeoB  ihat  a  morbid  direction  o(  growth  will 
cause  an  exception  bere  nnd  tbere  to  this  rule,  the  bough  swelling 
heyonil  its  legllimalc  size  ;  knota  and  eicre»cencea.  of  course,  some- 
times interfere  with  the  eSvct  of  diminution.  I  believe  that  In  the 
laurel,  when  it  grows  large  nnd  old.  singular  instances  may  be  fouud 
of  thick  upper  bouglis  and  over  quantity  of  wood  at  tbe  extremities. 
All  these  accidents  or  exceptions  arc  felt  as  such  by  the  eye.  They 
may  occasionally  be  used  by  the  painter  in  savage  or  grotesque  « 
ery.  or  as  points  of  contrast,  but  are  no  eicuse  for  his  e 
of  the  geoeral  law. 
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of  Isaae  and  Bebeoca^  ramify  in  the  same  soientifio 
way. 

But  there  are  further  oondiiisionB  to  be  drawn  from 
this  great  principle  in  tree&  As  they  only  diminiflh 
where  they  divide,  their  increase  of  nnm-  ..^  ^  ^ 
bar  is  in  precise  proportion  to  their  dimi-  mnittpij  m..^ 
nntion  of  size,  so  that  whenever  we  come  octiieoid  mMtm 
to  the  extremities  of  boughs,  we  most  have  "^"^ 
a  multitude  of  sprays  suflSdent  to  make  up,  if  they  were 
united,  the  bulk  of  that  from  which  they  spring.  Where 
a  bough  divides  into  two  equal  ramifications,  the  diame- 
ter of  each  of  the  two  is  about  two-thirds  that  of  the 
smgle  one,  and  the  sum  of  their  diameters,  therefore, 
one-fourth  greater  than  the  diameter  of  the  single  one. 
Hence,  if  no  boughs  died  or  were  lost,  the  quantity  of 
wood  in  the  sprays  would  appear  one-fourth  greater  than 
would  be  necessary  to  make  up  the  thickness  of  the 
trunk.  But  the  lost  boughs  remove  the  excess,  and 
therefore,  8i>eaking  broadly,  the  diameters  of  the  outer 
boughs  put  together  would  generally  just  make  up  the 
diameter  of  the  trunk.  Precision  in  representing  this  is 
neither  desirable  nor  possible.  All  that  is  required  is 
just  so  much  observance  of  the  general  principle  as  may 
make  the  eye  feel  satisfied  that  there  is  something  like 
the  same  quantity  of  wood  in  the  sprays  which  there  is 
in  the  stem.  But  to  do  this,  there  must  be,  what  there 
always  is  in  nature,  an  exceeding  complexity  of  the  outer 
sprays.  This  complexity  gradually  increases  towards 
their  extremities,  of  course  exactly  in  proportion  to  the 
slendemess  of  the  twigs.  The  slenderer  they  become, 
the  more  there  are  of  them,  until  at  last,  at  the  extremi- 
ties of  the  tree,  they  form  a  mass  of  intricacy,  which  in 
winter,  when  it  can  be  seen,  is  scarcely  distinguishable 
from  fine  herbage,  and  is  beyond  all  power  of  definite 
representation ;  it  can  only  be  expressed  by  a  mass  of 
involved  strokes.    Also,  as  they  shoot  out  in  every  direc- 
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tioa,  some  are  nearer,  some  more  distant ;  some  distmct, 
some  faiut ;  and  their  intersections  and  relations  of  dis- 
tance are  marked  with  the  moat  exquisite  gradations  of 
aerial  perspective.  Now  it  will  be  found  imiversally  in 
the  works  o£  Claude,  Gaspar,  and  Salvator,  that  the 
boughs  do  no/  get  in  the  least  complex  or  multiplied 
towards  the  extremities — that  each  large  limb  forks  only 
into  two  or  three  smaller  ones,  each  of  which  vanishes 
into  the  air  without  any  cause  or  reason  for  such  unac- 
coimtable  conduct — unless  that  the  mass  of  leaves  trans- 
fixed upon  it  or  tied  to  it,  entirely  dependent  on  its 
single  strength,  have  been  too  much,  as  well  they  may 
be,  for  its  jiowei-s  of  solitary  endurance.  This  total 
ignorance  of  tree  structure  is  shown  throughout  theii- 
works.  The  Sinon  before  Priam  is  an  instance  of  it  in  a 
really  fine  work  of  Claude's,  but  the  most  gi-osa  examples 
are  in  the  works  of  Salvator.  It  appears  that  this  latter 
1 11.  Boneh-dn»n-  artist  was  hardly  in  the  habit  of  studying 
ing  of  sniTJiior.  from  nature  at  all  after  hia  boyish  ramble 
tvmoug  the  Calabrian  hills ;  and  I  do  not  recollect  any 
instance  of  a  piece  of  his  bough-drawing  which  is  not 
palpably  and  demonstrably  a  made-up  phantasm  of  the 
studio,  the  proof  derivable  from  this  illegitimate  taper- 
ing being  one  of  the  most  convincing.  The  painter  is 
always  visibly  embarrassed  to  reduce  the  thick  boughs  to 
sproy,  and  /feliiig  (for  Salvator  natui'ally  had  acute  feel- 
ing  for  ti'uth)  that  the  bough  was  wrong  when  it  tapered 
suddenly,  he  accomplishes  its  diminution  by  an  impos- 
sible pi-otraction ;  thi-owing  out  shoot  after  shoot  until 
his  branchea  atraggle  all  across  the  iiictui'e,  and  at  last 
disappear  unwillingly  where  there  is  no  room  for  them 
to  stretch  any  farther.  The  consequence  is,  that  what- 
ever leaves  are  put  upon  such  boughs  have  evidently  no 
adequate  support,  their  power  of  leverage  is  enough  to 
uproot  the  tree  -,  or  if  the  boughs  are  left  bare,  they  have 
the  look  of  the  long  tentacida  of  some  complicated  ma- 
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rine  monster,  or  of  tlio  waving  encUeBS  threads  of  buncliy 
sea-weed,  instead  of  the  firm,  iii)lioldiiig.  braced,  and 
bendiug  grace  of  natural  boughs.  I  grant  that  this  is  in 
3  measnre  done  by  Solvator  from  a  love  of  ghostlinesB, 
and  that  in  certain  scenes  it  is  in  a  sort  allowable ;  but 
it  is  in  a  far  gi-eater  degree  done  from  pure  ignorance 
of  tree  structure,  as  is  siilEciently  proved  by  the  land- 
scape of  the  Pitti  palace,  Pea«e  burning  the  arms  of 
War;  where  the  spirit  of  the  scene  is  intended  to  be 
quite  other  than  ghastly,  and  yet  the  tree  branches  show 
the  usual  errors  in  an  extraordinary  degree ;  every  one  of 
their  arrangementa  is  impossible,  and  the  tnuik  of  the 
tree  could  not  for  a  momeut  Huppoi-t  the  foliage  it  is 
loaded  with.  So  also  in  tht>  pictures  of  the  Guadagni 
palace.  And  even  wliere  the  skeleton  look  of  branches 
is  justifiable  or  desirable,  there  is  no  occasion  for  any 
violation  of  natural  laws.  I  have  seen  move  spectral 
character  in  the  real  limbs  of  a  blasted  oak,  than  ever  in 
Salvator's  best  monstrosities ;  more  horror  ia  to  be  ob- 
tained by  right  combination  of  inventive  Ilae,  than  by 
drawing  tree  branches  as  if  they  were  wing-bones  of  a 
pterodactyle.  All  departure  from  natural  forms  to  give 
fearfnluess  ia  mere  GennaniHm ;  it  is  the  work  of  fancy, 
not  of  imagination,*  and  instantly  degrades  whatever  it 
affects  to  third-rate  level.  There  is  nothing  more  marked 
in  tmly  great  men,  than  their  power  of  being  dreadful 
without  being  false  or  licentious.  In  Tintoret's  Murder 
of  Abel,  the  head  of  the  sacrificed  firstling  lies  in  the 
r  of  the  foreground,  obscurely  sketched  in,  and  with 
the  light  gleaming  upon  its  glazed  eyes.  There  is 
nothing  exaggerated  about  the  head,  but  there  is  more 
horror  got  out  of  it,  and  more  of  death  suggested  by  its 
treatment,  than  it  he  had  turned  all  the  trees  of  his 
picture  into  skeletons,  and  raised  a  host  of  demons  to 
drive  the  club. 

"  Compare  Part  IIL  Sect  II.  Chap.  IV.  g  6,  7. 
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I   IS. 

con«iiljat«d 


It  is  carious  that  ia  Solvator'a  Bketches  or  etchiiiga 
there  is  less  that  is  wrong  than  in  his  paiuttngs.^there 

seems  a   fresher  remembrance  of  nature 

eTOMtaii^    about  them.     Not  bo  with  Claude.    It  ia 

■Qd    only  by  looking  over  hia  sketches,  in  tlie 

wwk~of~G.~Poii»-    British  Museum,  that  a  complete  and  jnst 

idea  is  to  be  fonned  of  his  capacities 
of  error ;  for  the  feeliug  and  arrangement  of  many  of 
them  are  those  of  an  advanced  ag'e,  so  that  we  can 
scarcely  set  them  down  for  what  they  resemble — the 
work  of  a  boy  ten  years  old  -,  and  the  drawing  being  seen 
without  any  aids  of  tone  or  color  to  set  it  off,  shows  in  its 
naked  falsehood.  The  windy  landscape  of  Poussin,  op- 
jjoaite  the  Dido  and  .^^iieas,  in  the  National  Crallery,  pre- 
sents us,  in  the  foreground  tree,  with  a  piece  of  atroeitj' 
which  I  think,  to  any  person  who  candidly  considers  it, 
may  save  me  all  farther  trouble  of  demonstrating  the 
errors  of  ancient  art.  I  do  not  in  the  least  suspect  the 
picture :  the  tones  of  it,  and  much  of  the  handling,  are 
masterly ;  yet  that  foregroimd  tree  comprises  every  con- 
ceivable violation  of  truth  which  the  human  hand  can 
commit,  or  head  invent,  in  drawing  a  tree — except  only. 
that  it  is  not  drawn  root  uppermost.  It  has  no  bark,  no 
roughness  nor  character  of  stem ;  its  boughs  do  not  grow 
out  of  each  other,  but  are  stuck  into  each  other;  they 
ramify  without  diminishing,  diminish  without  ramify- 
ing, are  terminated  by  no  complicated  sprays,  have  their 
leaves  tied  to  their  ends,  like  the  heads  of  Dutch  brooms ; 
and  finally,  and  chiefly,  tbey  are  evidently  not  made  of 
wood,  but  of  some  soft  elastic  substance,  which  the  wind 

can  stretch  out  as  it  pleases,  for  there  is 
hJ.  'lb  b^i^'™ink'  ^  "*  '''®^"n®  ^^  ^^  angle  m  any  one  of 
en  oQt  o[  tbem  bj    them.  Now,  the  fiercest  wind  that  ever  blew 

upon  the  earth,  could  not  take  the  angles 
out  of  the  bough  of  a  tree  an  inch  thick.  The  whole 
bough  bends  together,  retaining  its  elbows,  and  angles. 
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and  natmal  form,  bat  affected  throughout  with  curvature 
in  each  of  its  parts  and  joints.  That  part  of  it  which 
was  before  perpendicular  being  bent  aside,  and  that 
which  was  before  sloping,  being  bent  into  still  greater 
indinatkm,  the  angle  at  which  the  two  parts  meet  re- 
mains the  same;  or  if  the  strain  be  put  in  the  oppo- 
site direction,  the  bough  will  break  long  before  it 
loses  its  angla  You  will  find  it  difiSicult  to  bend  the 
angles  out  of  the  youngest  sapling,  if  they  be  marked ; 
and  absolutely  imi>ossible,  with  a  strong  bough.  You 
may  break  it,  but  you  will  not  destroy  its  angles.  And 
if  you  watch  a  tree  in  the  wildest  storm,  you  will  find 
that  though  all  its  boughs  are  bending,  none  lose 
their  character  but  the  utmost  shoots  and  sapling 
spray.  Hence  Gaspar  Poussin,  by  his  bad  drawing, 
does  not  make  his  storm  strong,  but  his  tree  weak; 
he  does  not  make  his  gust  violent,  but  his  boughs  of 
India-rubber. 

These  laws  respecting  vegetation  are  so  far  more  im- 
perative than  those  which  were  stated  respecting  water, 
that  the  greatest  artist  cannot  violate  them  1 14.  Bonffh-draw- 
without  danger,  because  they  are  laws  re-  ^k®'''^"*^ 
suiting  from  organic  structure,  which  it  is  always  pain- 
ful to  see  interrupted ;  on  the  other  hand,  they  have  this 
in  common  with  all  laws,  that  they  may  be  observed  with 
mathematical  precision,  yet  with  no  grateful  result ;  the 
disciplined  eye  and  the  life  in  the  woods  are  worth  more 
than  all  botanical  knowledge.  For  there  is  that  about 
the  growing  of  the  tree  trunk,  and  that  grace  in  its  up- 
per ramification  which  cannot  be  taught,  and  which  can- 
not even  be  seen  but  by  eager  watchfulness.  There  is 
not  an  Exhibition  passes,  but  there  appear  in  it  hun- 
dreds  of  elaborate  paintings  of  trees,  many  of  them  exe- 
cuted from  nature.  For  three  hundred  years  back,  trees 
have  been  drawn  with  affection  by  all  the  civilized  na- 
tions of  Europe,  and  yet  I  repeat  boldly,  what  I  before 
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asserted,  that  no  men  but  Titian  and  Turner  ever  drew 
the  stem  of  a  tree. 

Generally,  I  tUint,  the  perception  of  the  muscular 
qualities  of  the  tree  trunk  incomplete,  except  in  men 
who  have  studied  the  human  fi^ire,  and  in  loose  espres- 
sion  of  those  charactere,  the  painter  who  can  draw  the 
living  muscle  seldom  fails;  but  the  thoronghly  pecu- 
liar lines  lielonf^ing:  to  woody  fibre,  can  only  be  learned 
by  patient  forest  study ;  and  hence  in  all  the  trees  of  the 
merely  historical  painters,  there  is  fault  of  some  kind  or 
another,  commonly  esa^jgcration  of  the  muscular  swell- 
ings, or  insipidity  and  want  of  spring  in  curvature,  or 
ffintasticism  and  unnatnralness  of  arrangement,  and  es- 
pecially a  want  of  the  pecnliar  characters  of  bark  M-hieh 
express  the  growth  anJ  age  of  the  tree ;  for  bark  is  no 
mere  excrescence,  lifeless  and  external — it  is  a  skin  of 
especial  significance  in  its  indications  of  the  organic 
form  beneath;  in  places  under  the  arms  of  the  tree  it 
wriukles  up  and  forms  fine  lines  round  the  trunk,  inestim- 
able in  their  indication  of  the  direction  of  its  Burface ;  in 
others,  it  bursts  or  peels  longitudinally,  and  the  rending 
and  bursting  of  it  are  influenced  in  direction  and  degree 
by  the  undergrowth  and  swelling  of  the  woody  fibre,  and 
are  not  a  mere  roughnens  and  granulated  pattern  of  the 
hide.  Where  there  are  so  many  points  to  be  observed, 
some  are  almost  always  exaggerated,  and  others  missed, 
according  to  the  predilections  of  the  painter.  Rembrandt 
and  Albert  Durer  have  ^iven  some  splendid  examples  of 
woody  texture,  but  both  miss  the  grace  of  the  great  lines. 
Titian  took  a  larger  view  and  reached  a  higher  truth, 
yet  (eis  before  noticed)  from  the  habit  of  drawing  the 
figure,  he  admits  too  much  fiaecidity  and  bend,  and 
sometimes  makes  hia  tree  trunks  look  flexible  like  sea- 
weed. There  is  a  peculiar  stifihess  and  .spring  about  the 
curves  of  the  wood,  which  separates  them  completely 
from  animal  curves,  and  which  especially  defies  recoUec- 
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tion  or  invention ;  it  is  so  subtile  that  it  escapes  but  too 
often,  even  in  the  most  patient  study  from  nature ;  it  lies 
within  the  thickness  of  a  pencil  line.  Farther,  the  modes 
of  ramification  of  the  upper  branches  are  so  varied,  in- 
ventive, and  graceful,  that  the  least  alteration  of  them, 
even  in  the  measure  of  a  hair-breadth,  si)oils  them  ;  and 
though  it  is  sometimes  possible  to  get  rid  of  a  trouble- 
some bough,  accidentally  awkward,  or  in  some  minor  re- 
spects to  assist  the  arrtingement,  yet  so  far  as  the  real 
branches  are  copied,  the  hand  libels  their  lovely  curva- 
tures even  in  its  best  attempts  to  follow  them. 

These  two  characters,  the  woody  stifl&iess  hinted 
through  muscular  line,  and  the  inventive  grace  of  the  up- 
per boughs,  have  never  been  rendered  ex-  §  15.  Bonghdraw- 
cept  by  Turner;  he  does  not  merely  draw  ^^^^ burner. 
them  better  than  others,  but  he  is  the  only  man  who  has 
ever  dittwn  them  at  all.  Of  the  woody  character,  the  tree 
subjects  of  the  Liber  Studiorum  afford  marked  examples ; 
the  Cephalus  and  Procris,  scenes  neai*  the  Grand  Char- 
treuse and  Blair  Athol,  Juvenile  Tricks,  and  Hedging  and 
Ditching,  may  be  pai*ticularized ;  in  the  England  series, 
the  Bolton  Abbey  is  perha])s  a  more  characteristic  and 
thoroughly  Tunieres(iuo  example  than  any. 

Of  the  arrangement  of  tlic  npper  boughs,  the  ^-Esacns 
and  Hesperie  is  perhaps  the  most  consummate  example, 
the  absolute  truth  and  simplicity  and  fr(»edom  from  any- 
thing like  fantasticism  or  animal  form  being  as  mark(Ml 
on  the  one  hand,  as  the  exquisite  imaginativeness  of  the 
lines  on  the  other:  among  tli(^  Yorkshire  sul)jeets  the 
Aske  Hall,  Kirby  Lonsdide  Churchyard,  and  Brignall 
Church  are  most  eliaraeteristic  :  among  the  England  sub- 
jects the  Warwick,  ])artniouth  Cove,  Durham,  [Uid  Chain 
Bridge  over  tlu^  Tees,  \vlier<^  tlu*  pitH'e  of  thicket  on  the 
right  has  been  wc^ll  rendercnl  by  tli(^  c^ngraver,  and  is 
peculiarly  ex])ressiv(»  of  the  aerial  relations  and  play  of 
light   among    complex   boughs.      The   vignette   at   the 
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opening  of  Rogera's  Pleasures  of  Memory,  that  of  Chiefs- 
wood  Cottage  in  the  llluatrations  to  Scott's  Works,  and 
the  Chateau  de  la  belle  Gabrielle,  engraved  for  the  Keep- 
sake, are  among  the  most  graceful  examples  accessible 
to  every  one ;  the  Crossing  the  Brook  will  occur  at  once 
to  those  acquainted  with  the  artist's  gallery.  The  draw- 
ing of  the  stems  in  all  thests  instances,  Eind  indeed  iu  all 
the  various  and  frequent  minor  occuiTenceH  of  such  sub- 
ject throughout  the  painter's  works  is  entirely  unique, 
there  is  nothing  of  the  liaiue  kind  in  art. 

Let  us,  however,  pass  to  the  leafage  of  the  elder  laud- 
scape  painters,  and  see  if  it  atones  for  the  deficiencies  of 

the  stems.  One  of  the  moat  remarkable 
v«iiBi5^a  Bjm-    characters  of  natural  leafage  is  the  con. 

stancy  with  which,  while  the  leaves  are  ar- 
ranged on  the  spray  with  exquisite  regularity,  that  reg- 
nlai'ity  is  modified  in  their  actual  effect.  For  as  in  every 
group  of  leaves  some  are  seen  sideways,  forming  merely 
long  lines,  some  foreshortened,  some  crossing  each  other, 
every  one  differently  turned  and  placed  from  all  the 
others,  the  fonns  of  the  leaves,  though  in  themselves  sim- 
ilar, give  rise  to  a  thousand  strange  and  differing  forms 
in  the  group ;  and  the  shadows  of  some,  passing  over  the 
others,  still  farther  disguise  and  confuse  the  moss,  until 
the  eye  can  distinguish  nothing  but  a  graceful  and  flex- 
ible disorder  of  innumerable  forms,  \vith  here  and  there  a 
perfect  leaf  on  the  extremity,  or  a  symmetrical  associa- 
tion of  one  or  two,  just  enough  to  mark  the  specific 
character  and  to  give  unity  and  grace,  but  never  enough 
to  repeat  in  one  group  what  was  done  in  another — never 
enough  to  prevent  the  eye  from  feeling  that,  however 
regular  and  mathematica,!  may  be  the  structure  of  parts, 
what  is  composed  out  of  them  is  as  various  and  infinite 
as  any  other  part  of  nature.  Kor  does  this  take  place  in 
general  effect  only.  Break  off  an  elm  bough,  three  feet 
long,  in  full  leaf,  and  lay  it  on  the  table  before  you,  and 
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try  to  draw  it,  leaf  for  leaf.  It  is  ten  to  one  if  in  the 
whole  bough,  (provided  yon  do  not  twist  it  about  as  you 
work,)  you  find  one  form  of  a  leaf  exactly  like  another ; 
perhaps  you  will  not  even  have  (yae  complete.  Every  leaf 
will  be  oblique,  or  foreshortened,  or  curled,  or  crossed  by 
another,  or  shaded  by  another,  or  have  something  or  other 
the  matter  with  it ;  and  though  the  whole  bough  will 
look  graceful  and  symmetrical,  you  will  scarcely  be  able 
to  tell  how  or  why  it  does  so,  since  there  is  not  one  line 
of  it  like  another.  Now  go  to  Gaspar  |  n.  perfect  re«i- 
Poussin,  and  take  one  of  his  sprays  where  ^^^^^'^^ 
they  come  against  the  sky ;  you  may  count  it  all  round, 
one,  two,  three,  four,  one  bunch ;  five,  six,  seven,  eight, 
two  bunches ;  nine,  ten,  eleven,  twelve,  three  bunches ; 
with  four  leaves  each, — and  such  leaves  I  every  one  pre- 
cisely the  same  as  its  neighbor,  blunt  and  round  at  the 
end,  (where  every  forest  leaf  is  sharp,  except  that  of  the 
fig-tree,)  tied  together  by  the  roots,  and  so  fastened  on 
to  the  demoniacal  claws  above  described,  one  bunch  to 
each  claw. 

But  if  nature  is  so  various  when  you  have  a  bough  on 
the  table  before  you,  what  must  she  be  when  she  retires 
from  you,  and  gives  you  her  whole  mjiss 
and  multitude  "?  The  leaves  then  at  tlie  tricacy  of  nature's 
extremities  become  tus  fine  as  dust,  a  mere 
confusion  of  points  and  lines  between  you  and  the  sky,  a 
confusion  Avhich  you  might  as  well  hope  to  draw  sea- 
sand  particle  by  paiijicle,  as  to  imitate  leaf  for  leaf. 
This,  as  it  comes  dowTi  into  the  body  of  the  tree,  gets 
closer,  but  never  opaque ;  it  is  always  transparent,  with 
cnimbling  liglits  in  it  letting  you  through  to  the  sky  ; 
then,  out  of  this,  come,  heavier  and  heavier,  the  masses 
of  illumined  foliage,  all  dazzling  and  inextricable,  save 
here  and  there  a  single  leaf  on  the  extremities ;  then, 
under  these,  you  get  deep  passages  of  broken,  irregular 

gloom,  passing  into   transparent,  green-lighted,  misty 
12 
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hollows;  the  twisted  stems  ^lancinff  throngh  them  in 
their  y^e  and  eiitangled  infinity,  and  the  shafted  sun- 
beams, rained  fi-oni  alwve,  running  along  the  lustrous 
leaves  for  an  instant :  then  lost,  then  caught  again  on 
some  emerald  bank  or  knotted  root,  to  be  sent  up  again 
with  a  faint  reflex  on  the  white  under -sides  of  dim  groups 
of  drooping  foliage,  the  shadows  of  the  upper  boughs 
rmming  in  gray  network  down  the  glossy  stems,  ajiii 
resting  in  quiet  checkers  upon  the  glittering  earth ;  but 
all  penetrable  and  transparent,  and,  in  proportion,  inex- 
tricable and  incomprehensible,  except  where  across  the 
labyrinth  and  the  mystery  of  the  dazzling  light  and 
dream-like  shadow,  falls,  close  to  us,  some  solitary  spray, 
some  wreath  of  two  or  three  motionless  large  leaves,  the 
type  and  embodying  of  all  that  in  the  rest  we  feel  and 
imagine,  but  can  never  see. 

Now,  with  thus  much  of  nature  in  your  mind,  go  to 
Gflspar  Poussin's  View  near  Albano,  in  the  National  Gal- 
( i».  How  cotiiiB-  lery.  It  is  the  very  subject  to  unite  all 
ps'tfe^n's'^o^G!  thesB  effccts, — a  sloping  bank  shaded  with 
intertwined  forest ; — and  what  has  Gaspar 
given  us  ?  A  mass  of  smooth,  opaque,  varnished  brown, 
without  one  interstice,  one  change  of  hue,  or  any  vestige 
of  leafy  structure  in  its  interior,  or  in  those  parts  of  it,  I 
should  say,  which  are  intended  to  represent  interior  i  but 
out  of  it,  over  it  rather,  at  regular  intervals,  we  have  cir- 
cular groups  of  greenish  touches,  always  the  same  in  size, 
shape,  and  distance  from  each  other,  containing  so  ex- 
actly the  same  number  of  touches  each,  that  you  cannot 
tell  one  from  another.  There  are  eight  or  nine  and  thirty 
of  them,  laid  over  each  other  like  fish-scales :  the  shade 
being  most  carehilly  made  darker  and  daiker  as  it  re- 
cedes from  each  until  it  comes  to  the  edge  of  the  next, 
against  which  it  cuts  in  the  same  ahai-p  circular  line,  and 
then  begins  to  decline  Rgain,  until  the  canvas  is  covered, 
with  about  as  much  inteUigence  or  feeling  of  art  as  a 
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house-painter  has  in  marbling*  a  wainscot,  or  a  weaver  in 
repeating  an  ornamental  pattern.    What  is  there  in  this, 
which  the  most  determined  prejudice  in  favor  of  the  old 
masters  can  for  a  moment  suppose  to  resemble  trees? 
It  is  exactly  what  the  most  ignorant  beginner,  trying  to 
make  a  complete  drawing,  would  lay  down, — exactly  the 
conception  of  trees  which  we  have  in  the  works  of  our 
worst  drawing-masters,  where  the  shade  is  laid  on  with 
the  black-lead  and  stump,  and  every  human  power  ex- 
erted to  make  it  look  like  a  kitchen-grate  well  polished. 
Oppose  to  this  the  drawing  even  of  our  somewhat  in- 
ferior tree-painters.    I  will  not  insult  Harding  by  men- 
tioning his  work  after  it,  but  take  Creswick,    ^  ^  ^^^  followed 
for  instance,  and  match  one  of  his  sj^ark-    ^y  creawick. 
ling  bits  of  green  leafage  with  this  tree-pattern  of  Pous- 
sin's.    I  do  not  say  there  is  not  a  dignity  and  impres- 
siveness  about  the  old  landscape,  owing  to  its  simplicity ; 
and  I  am  very  far  from  calling  Creswick's  good  tree-paint- 
ing ;  it  is  false  in  color  aud  deficient  in  mass  and  free- 
dom, and  has  many  other  defects,  but  it  is  the  work  of  a 
man  who  has  sought  oamestly  for  truth ;  and  who,  with 
one  thought  or  memory  of  nature  in  his  heart,  could  look 
at  the  two  landscapes,  and  rc^ceive  Poussin's  with  ordinary 
patience  ?     Take  On^swiek  in  black  and  white,  whore  he 
is  unembarrassed  by   his  fondness  for  pea-green,   the 
illustrations,  for  instance,  to  the  Nut-browTi  Maid,  in  the 
Book  of  English  l^illads.     Look  at  the  intricacy  and  ful- 
ness of  the  dark  oak  foliage  where  it  bc^nds  over  the 
brook,  see  how  yon  can  go  through  it,  and  into  it,  and 
come  out  behind  it  to  the  quiet  bit  of  sky.     Observe  the 
gi'ay,  at^'ial  transparency  of  the  stunted  copse  o\\  the  left, 
and  the  entangling  of  the  boughs  where  the  light  near 
foliage  detaches  itself.     Above  all,  note  the  fomis  of  the 
masses  of  light.     Not  things  like  scales  or  shells,  sharp  at 
the  edge  and  flat  in  the  middle,  but  irregular  and  round- 
ed, stealing  in  and  out  accidentally  from  the  shadow,  and 
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preseDtiug,  as  the  masses  of  all  traes  Jo,  in  general  out- 
line, a,  resemblance  to  the  specific  forms  of  the  leaves  of 
which  they  are  composed.  Tiim  over  the  page,  and  look 
into  the  weaving  of  the  foliage  and  sprays  against  the 
dark  night-sky,  how  neai-  they  are,  yet  how  untraceable ; 
see  how  the  moonlight  creeps  up  underneath  them, 
trembling  and  shivering  on  the  silver  boughs  above ; 
note  also,  the  descending-  bit  of  ivy  on  the  left,  of  which 
only  two  leaves  are  maile  out,  and  the  rest  is  confusion, 
or  tells  only  in  the  moonlight  like  faint  Hakes  of  snow. 

But  nature  observes  another  principle  in  her  foliage 
more  important  even  than  its  intricacy.  She  aJwaj's 
111.  Perfect nniiy  secures  an  exceeding  harmony  and  repose, 
iniiBnre'8ioii.gB.  gj^g  jg  ^^  intricate  that  her  minuteness  of 
parts  becomes  to  the  eye,  at  a  little  distance,  one  united 
veil  or  cloud  of  leaves,  to  destroy  the  evenness  of  which 
is  perhaps  a  greater  fault  than  to  destroy  its  transparency. 
Look  at  Creswick's  oak  again,  in  its  dark  parts.  Intri- 
cate as  it  is,  all  is  blended  into  a  cloud-like  harmony  of 
shade,  which  becomes  fninter  and  fainter,  as  it  retires, 
with  the  most  delicate  flatness  and  unity  of  tone.  And 
it  is  by  this  kind  of  vaporescence,  so  to  speak,  by  this 
flat,  misty,  unison  of  parts,  that  nature,  and  her  faithful 
followers,  are  enabled  to  keep  the  eye  in  ]jerfect  repose 
in  the  midst  of  profusion,  and  to  display  beauty  of  form, 
wherever  they  choose,  to  the  greatest  possible  advantage, 
by  throwing  it  across  some  quiet,  visionary  passage  of 
(.limness  and  rest. 

It  is  here  that  Hobbima  and  Both  fail.     They  can  paint 

oak  leafage  faithfully,  but  do  not  know  where  to  stop, 

Total      I    ^^^  ^^  doing  too  much,  lose  the  truth  of 

of  II  In  floih  knd    all, — lose  the  very  truth  of  detail  at  which 

HabniAL  1,1 

they  Eum,  lor  all  their  minute  work  only 
gives  two  leaves  to  nature's  twenty.  They  ai-e  evidently 
incapable  of  even  thinking  of  a  tree,  much  more  of  di-aw- 
ing  it,  except  leaf  by  leaf ;  they  have  no  notion  nor  sense 
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of  simplicity,  mass,  or  obscurity,  and  when  they  come  to 
distance,  where  it  is  totally  im])08siblo  that  leaves  should 
be  separately  seen,  yet,  bein«:  ineax^able  of  conceiving  or 
rendering  the  grand  and  quiet  forms  of  truth,  they  are 
reduced  to  paint  their  bushes  with  dots  and  touches 
expressive  of  leaves  three  feet  broad  each.  Nevertheless 
there  is  a  genuine  aim  in  their  works,  and  their  failure  is 
rather  to  be  attributed  to  ignorance  of  art,  than  to  such 
want  of  sense  for  nature  as  we  find  in  Claude  or  Poussin ; 
and  when  they  come  close  home,  we  sometimes  receive 
from  them  fine  passages  of  mechanical  truth. 

But  let  us  oppose  to  their  works  the  group  of  trees  on 
the  left  in  Turner's  Marly.*  We  have  there  perfect  and 
ceaseless  intricacy  to  oppose  to  Poussin, —  123.  how  rendered 
perfect  and  unbroken  repose  to  oppose  to  ^^  Turner. 
Hobbima ;  and  in  the  unity  of  these  the  perfection  of 
truth.  This  group  may  be  taken  as  a  fair  standard  of 
Turner's  tree-painting.  AVe  have  in  it  the  admirably 
drawn  stems,  instead  of  the  claws  or  the  serpents ;  full, 
transparent,  boundless  intricacy,  instead  of  the  shell 
pattern ;  and  misty  depth  of  iutonningled  light  and  leaf- 
age, instead  of  i)erpetual  repetition  of  one  mechanical 
touch. 

I  have  already  spoken  (Section  II.  Chapter  IV.  §  15,) 
of  the  way  in  which  mystery  and  intricacy  are  carried 
even  into  the  nean^st  leaves  of  the  fore-  g  34.  The  near 
ground,  and  noticed  the  want  of  such  in-  lifi**''m?ddio*  dial 
trieacy  even  in  the  best  works  of  the  old  ^^^^^f^^od. 
masters.  Claude's  are  particularly  deficient,  for  by  rep- 
resenting every  particular  leaf  of  them,  or  trying  to  do 
so,  he  makes  nature  finite,  and  even  his  nearest  bits  of 
leafage  are  utterly  false,  for  they  have  neither  shadows 


* 


This  ^roup  I  linve  before  noticed  as  singularly  (but,  I  doubt  not, 
accidentally,  and  in  conseijucnce  of  the  love  of  the  two  great  painters 
for  the  same  grand  forms)  res(;m])ling  that  introduced  by  Tintoret  in 
the  background  of  his  Cain  and  Abel. 
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modifying  their  form,  (compare  Section  IL  Chapter  lEL 
§  7,)  nor  BparkJing  lights,  nor  confused  intersections  of 
their  own  forms  and  lines ;  and  the  perpetual  repetition 
of  the  same  shape  of  leaves  and  the  same  arrangement, 
relieved  from  a  black  groimd,  is  more  like  an  ornamental 
pattern  for  dress  than  the  painting  of  a  forogronud. 
Nevertheless,  the  foliage  of  Claude,  iu  his  middle  dis- 
tances, is  the  finest  and  tmeat  part  of  hie  pictures,  and, 
ou  the  whole,  affords  the  best  example  of  good  drawing 
to  be  found  in  ancient  art.  It  is  always  false  iu  color, 
and  has  not  boughs  enough  amongst  it,  and  the  stems 
commonly  look  a  great  deal  nearer  than  any  part  of  it, 
but  it  is  still  graceful,  flexible,  abundant,  intricate :  Eind, 
in  all  but  color  and  connection  with  stems,  very  nearly 
right.  Of  the  perfect  painting  of  thick,  leafy  foreground. 
Turner's  Mercury  and  Argus,  and  Oakhampton,  are  the 
stantlards.* 

*  The  above  pDrngraplis  1  hare  left  as  originally  written,  because 
they  nre  quite  triio  as  ftir  as  lliey  reach  :  but  like  mauy  olbcr  portions 
of  this  easily,  tliey  lake  in  a  very  eniHll  portion  of  Ibc  truth.  I  slinll 
not  add  to  tbem  nt  present,  because  I  can  eiplain  my  meaning  better 
iDOurcODsiderationnf  Ibc  lawsoF  beauty;  but  tberendermuat  bear  in 
tnind  that  what  isubovc  (tinted  refers,  Ibroughont.  to  large  masses  of 
foliage  seen  under  broad  sunsbine. — and  it  has  especial  reference  to 
Turner's  enormous  scale  of  scene,  and  intense  desire  of  light.  In  twi' 
light,  when  tree-forms  are  seen  against  sky,  other  laws  come  into 
operation,  as  well  as  In  subject  of  narrow  limits  and  near  foreground. 
It  is,  I  think,  to  be  regretted  that  Turner  does  not  In  his  Academy 
pictures  sometimes  take  more  conHDed  and  gloomy  subjects,  like  that 
grand  one,  near  the  Chartreuse,  of  the  Liber  ijtudlonim,  wherein  his 
magniQcent  power  of  elaborating  close  foliage  might  be  dcTcloped  ; 
but.  for  the  present,  let  the  rearler,  with  resjicci  lo  what  has  been  here 
said  of  close  foliage,  note  the  drawing  of  the  leaves  in  that  pliile.  In 
the  ^SBCus  and  Hesperie,  and  tlie  Cephnlus.  and  the  elaboration  of 
the  foregrounds  in  the  Yorkshire  drawings  ;  let  him  compare  what  Is 
anid  of  Turner's  foliiige  painting  above  in  Part  II.  Sect.  I.  Chap. 
VII..  §  40,  S  41.  and  of  Titian's  previously,  as  well  asPnrt  HI.  Sect. 
I.  Chap.  VIII..  and  Sect.  IL  Chap.  IV.  g  31.  I  shall  bereafter  en- 
deavor toarrange  theaubject  in  a  more  syBtomalic  munner  ;  but  what 
additional  observations  I  may  have  to  make  will  none  of  them  be  in 
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The  last  and  most  important  truth  to  be  observed  re- 
specting* trees,  is  that  their  boughs  always,  in  finely 
^roiAH  individuals,  bear  among  themselves  195.  uniTereai 
such  a  ratio  of  length  as  to  describe  with  gS^^i'i^^' 
their  extremities  a  symmetrical  curve,  con-  ^*^  cunree. 
stant  for  each  species ;  and  within  this  cun'e  all  the  ir- 
regularities, segments,  and  divisions  of  the  tree  are  in- 
cluded, each  bough  reaching  the  limit  with  its  extremity, 
but  not  passing  it.  AVTien  a  tree  is  perfectly  gi-own,  each 
bough  starts  from  the  trunk  with  just  so  much  wood  as, 
allowing  for  constant  ramification,  will  enable  it  to  reach 
the  terminal  line;  or  if  by  mistake,  it  start  with  too 
little,  it  will  proceed  without  ramifying  till  within  a  dis- 
tance where  it  may  safely  divide  ;  if  on  the  contrar>'^  it 
start  with  too  much,  it  will  ramify  quickly  and  con- 
stantly ;  or,  to  express  the  real  operation  more  accu- 
rately, each  bough,  growing  on  so  as  to  keep  even  with 
its  neighbors,  takes  so  much  wood  from  the  tnmk  as 
is  sufficient  to  enable  it  to  do  so,  more  or  less  in  pro- 
portion as  it  ramifies  fast  or  slowly.  In  badly  grown 
trees,  the  boughs  are  ai)t  to  fall  slioi-t  of  the  curve,  or  at 
least,  there  are  so  mjuiy  ja*rs  and  openings  that  its  sym- 
metry is  inteniipted ;  and  in  young  tn^es,  the  impatienc(3 
of  the  upper  shoots  fr(HiU(»iitly  breaks  the  line ;  but  in 
perfect  and  mature  tret^s,  every  bough  does  its  duty  com- 
pletely, and  th(?  line  of  curve  is  (piite  tilled  up,  and  the 
mass  within  it  unbroken,  so  that  the  tree  assumes  the 
shape  of  a  dome,  as  in  tli(^  oak,  or,  in  tall  trees,  of  a 
pear,  with  the  stalk  downmost.  The  old 
mastei'S  paid  no  attention  whatso<n(^r  to    unoWrved by th^* 

.,    .  .  .  .      ,  ^r,,  .  ,       .  old   DiaKtlTH.     Al- 

this  great  ])nnciple.       ihey  swing   their    wayn  given  by 
bough  about,  anywhere  and  overvwlu^re ; 
each  stoi)s  or  goes  on  just  as  it  lik(^s,  nor  will   it  bo 
possible,  in  any  of  their  works,  to  find  a  single  oxam- 

any  wise  more  fuvorable  lo  Gaspar.  Salvator,  or  Ilobbiuia,  than  tlie 
above  paragraphs. 
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pie  in  which  any  symmetrical  curve  is  indicated  by  the 


But  I  need  scai-cely  tell  any  one  in  the  sHgheat  degTee 
acquainted  with  the  works  of  Turner,  how  rigidly  and 
constantly  he  adheres  to  this  principle  of  nature ;  taking 
in  his  hig-hest  compositions  the  perfect  ideal  form,  every 
spray  being  graceful  and  varied  in  itself,  but  inevitably 
terminating  at  the  assigned  limit,  and  filling  up  the 
curve  without  break  or  gap ;  in  his  lower  works,  taking 
less  perfect  form,  but  Invariably  hinting  the  constant 
tendency  in  all,  and  thus,  in  spite  of  his  abundant  com- 
plexity, ho  arranges  his  trees  under  simpler  and  grander 
forms  than  any  other  artist,  even  among  the  modems. 

It  was  above  asserted  that  J.  D.  Harding  is,  after 
Turner,  the  greatest  master  of  foliage  in  Europe  i  I 
ought,  however,  to  state  that  my  knowl- 
MinUnit  on  fbe  edge  of  the  modem  landscape  of  Germany 
la  very  linaited,  and  that,  even  with  respect 
to  France  and  Italy,  I  judge  rather  from  the  general  ten- 
dency of  study  and  character  of  mind  visible  in  the  an- 
nual Exhibition  of  the  Louvre,  and  in  some  galleries  of 
modem  paintings  at  Milan,  Venice,  and  Florence,  than 
from  any  detailed  acquaintance  with  the  works  of  their 
celebrated  painters.  Yet  I  think  I  can  hardly  be  mis- 
taken. I  have  seen  nothing  to  induce  me  to  take  a  closer 
survey;  no  life  knowleclge  or  emotion  in  any  quarter; 
nothing  but  the  meanest  and  most  ignorant  copj-ism  of 

"  Perhaps  in  some  InstiiDCes,  ibis  may  be  the  cose  with  the  trees  of 
Nicholus  Pouuin  ;  but  even  with  him  thu  houglis  only  touch  tbc  Hneof 
liuiil  with  their  central  poiiiU  of  eKtremtly,  Hni)  are  not  scetora  of  Ihe 
greatcurve— forming  a  part  of  It  with  eipandedextreiuities,  aain  nat- 
ure.  Draw  a  few  etraigbt  lines,  from  tlie  centre  to  the  circumference 
of  a  circle.  The  forms  Included  between  ibem  are  llie  forms  of  the 
individual  houghs  of  a  fine  tree,  with  nil  their  rnmifications  (onlj*  the 
external  curve  is  not  a  circle,  but  more  freijuently  two  parabolas — 
which,  I  believe,  it  is  in  the  oak — or  an  ellipse).  But  each  bough  of 
the  old  masters  is  club-shaped,  and  broadest,  not  at  the  outside  of  the 
tree,  but  a  little  way  towards  lis  centre. 
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vul^far  details,  coupled  with  a  style  of  conception  resem- 
bling that  of  the  various  lithographic  ideals  on  the  first 
leaves  of  the  music  of  pastoral  ballads.  An  exception 
ought,  however,  to  be  made  in  favor  of  French  etching ; 
some  studies  in  black  and  white  may  be  seen  in  the  nar- 
row passages  of  the  Louvre  of  very  high  merit,  showing 
great  skill  and  delicacy  of  execution,  and  most  deter- 
mined industry ;  (in  fact,  I  think  when  the  French  artist 
fails,  it  is  never  through  fear  of  labor ;)  nay,  more  than 
this,  some  of  them  exhibit  acute  perception  of  landscax^e 
character  and  great  power  of  reaching  simple  impres- 
sions of  gloom,  wildness,  sound,  and  motion.  Some  of 
their  illustrated  works  also  exhibit  these  powers  in  a 
high  degree ;  there  is  a  spirit,  fire,  and  sense  of  reality 
about  some  of  the  wood-cuts  to  the  large  edition  of  Paul 
and  Virginia,  and  a  determined  rendering  of  separate 
feeling  in  each,  such  as  we  look  for  in  vain  in  our  own 
ornamental  works.*  But  the  French  appear  to  have  no 
teaching  such  as  might  carry  them  beyond  this ;  their 
entire  ignorance  of  color  renders  the  assumption  of  the 
brush  instantly  fatal,  and  the  false,  forced,  and  impious 
sentiment  of  the  nation  renders  anything  like  grand 
composition  altogether  impossible. 

It  is  therefore  only  among  good  artists  of  our  own 
school  that  I  think  any  fair  comparison  can  be  instituted, 
and  I  wish  to  assert  Harding's  knowledge 

-     -   ,.  T    X-       ii  1  1  *  *^-    Foliage  of 

of    foliage    more    distinctlv,    because    ne    J.   n.    narding. 

.,,  ,  .1.         1       1  •  '        ii«  •       T     ItB  deflcleiicies. 

neither  does  justice  to  himself,  nor  is,  i 
think,  rightly  estimated  by  liis  fellow-artists.  I  shall 
not  make  any  invidious  remarks  respecting  individuals, 
but  I  think  it  necessary  to  state  generally,  that  the  style 
of  foliage  painting  chiefly  characteristic  of  the  pictures 
on  the  line  of  the  Royal  Academy  is  of  the  most  degraded 

*0n  the  other  hand,  nothing  can  be  more  exquisitely  ridiculous 
than  the  French  illustrations  of  a  second  or  third-rate  order,  as  those 
to  the  Ilanuonies  of  Laniartiue. 
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kind ;  *  and  that,  except  Turner  and  Mulready,  we  have, 
as  far  as  I  know,  no  Koyal  Academician  capable  of  paint- 
ing even  the  smallest  j^ortion  of  foliage  in  a  dignified  or 
correct  manner ;  all  is  lost  in  green  shadows  with  glit- 
tering yellow  lights,  white  trunks  with  black  patches  on 
them,  and  leaves  of  no  species  in  particular.  Much 
laborious  and  clever  foliage  tlrawing  is  to  be  found  in 
the  rooms  of  the  New  Water-Color  Society ;  but  we  have 
no  one  in  any  wise  comparable  to  Harding  for  thorough 
knowledge  of  the  subject,  for  power  of  expression  in  a 
sketch  from  nature,  or  for  natural  and  unaflfected  concep- 
tion in  the  study. 

Maintaining  for  him  this  high  position,  it  is  necessary 
that  I  should  also  state  those  deficiencies  which  apxDear 
to  me  to  conceal  his  real  power,  and  in  no  small  degree 
to  prevent  his  progress. 

His  over-fondness  for  brilliant  execution  I  have  already 

noticed.    He  is  fonder  of  seeing  something  tolerably 

,„    ^^       like  a  tree  produced  with  few  touches,  than 

lancy  of  execu-    Something  Very  like  a  tree  produced  with 

tion  too  manif eeL  t.^.  ...  ..         ,,  i  i      ii     . 

many.  JNow,  it  is  quite  allowable  that  oc- 
casionally, and  in  portions  of  his  picture,  a  great  artist 
should  indulge  himself  in  this  luxmy  of  sketching,  yet 
it  is  a  perilous  luxury ;  it  blunts  the  feeling  and  weakens 
the  hand.  I  have  said  enough  in  various  places  respect- 
ing the  virtues  of  negligence  and  of  finish,  (comi^are 
above  the  chapter  on  Ideas  of  Power  in  Part  I.  Sect.  II., 
and  Part  HI.  Sect.  I.  Ch.  X.  §  4,)  and  I  need  only  say 
here,  therefore,  that  Harding's  foliage  is  never  sufticiently 
finished,  and  has  at  its  best  the  look  of  a  rapid  sketch 
from  nature  touched  upon  at  home.  In  1843,  (I  think,) 
there  was  a  pretty  drawing  in  the  rooms  of  the  Water- 
Color  Society, — the  clear  gi-een  water  of  a  torrent  resting 

*  Of  Stanfield's  foliage  I  remember  too  little  to  enable  me  to  form 
any  definite  jiidirment ;  it  is  a  pity  that  lie  so  much  neglects  this  no- 
ble element  of  landscape. 
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amon^  stones,  with  copse-like  wood  on  each  side,  a 
bridgre  in  the  distiince,  ti  white  flower  (water-lily  ?)  catch- 
ing: the  eye  in  front ;  the  tops  of  the  trees  on  the  left  of 
this  picture  were  mere  broad  blots  of  color  dashed  upon 
the  sky  and  connected  by  stems.  I  allow  the  power  nec- 
essary to  attain  any  look  of  foliage  by  such  means,  but 
it  is  power  abused :  by  no  such  means  can  any  of  the 
higrher  virtue  and  impressiveness  of  foliage  be  rendered. 
In  the  use  of  body  color  for  near  leaves,  his  execution  is 
also  too  hasty;  often  the  touches  are  mere  square  or 
round  dots,  which  can  be  understood  only  for  foliage  by 
their  arrangement.  This  fault  was  especially  marked  in 
the  trees  of  his  picture  painted  for  the  Academy  two 
years  ago ;  they  were  very  nearly  shapeless,  and  could 
not  stand  even  in  courtesy  for  walnut  leaves,  for  which, 
judging  by  the  make  of  the  tree,  they  must  have  been  in- 
tended. 

His  drawing  of  boughs  is,  in  all  points  of  demonstra- 
ble law,  right,  and  very  frequently  easy  and  graceful  also ; 
yet  it  has  two  eminent  faults,  the  first,  that 
the  flow  of  the  bough  is  sacrificed  to  its    drawinc    and 

,       .  .1  Ml       1*         'ill*         11        •       choice  of  form. 

texture,  the  pencil  checking  itscMi  and  hesi- 
tating at  dots,  and  stripers,  and  knots,  instead  of  follow- 
ing the  grand  and  unbroken  tendency  of  growtli:  the 
second,  that  liowtjver  good  the  arrangement  may  be  as 
far  as  regards  mcTc^ly  flexibility,  intricacy,  and  freedom, 
there  are  none  of  tliosi^  composed  groups  of  line  which 
are  unfailing  in  nature.  Harding's  work  is  not  grand 
enough  to  be  natural.  The  drawings  in  th(^  park  and 
the  forest,  are,  I  believ(\  almost  facsimiles  of  sketches 
made  from  nature-,  yc^t  it  is  evidiMit  at  once  that  in  all  of 
them  nothing  but  tln>  general  lie  and  disposition  of  the 
boughs  has  been  taken  from  the  tr(u\  and  that  no  single 
branch  or  spray  has  been  faithfully  copied  or  x)atiently 
studied. 

This  want  of  close  study  necessarily  causes  several  de- 
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ficieDcies  of  feeling*  respecting  general  form.  Harding's 
Choice  is  always  of  tree  forms  comparatively  imperfect, 
leaning  this  way  and  that,  and  unequal  in  the  lateral  ar- 
rangements of  foliage.  Such  foims  are  often  graceful, 
always  picturesque,  but  rarely  grand ;  and  when  syste- 
matically adopted,  untrue.  It  requires  more  patient 
study  to  attain  just  feeling  of  the  dignity  and  character 
of  a  purely  formed  tree  with  all  its  symmetries  perfect. 

One  more  cause  of  incorrectness  I  may  note,  though  it 
is  not  peculiar  to  the  artist's  tree-dra^vang,  but  attaches 

to  his  general  system  of  sketching.  In 
how  far  expreuBi-    Hardiug's  Valuable  work  on  the  use  of  the 

ble  in  blaclc  and     -r        i     -n         •!     n  •  .       .    ,  ^ 

Tivhite.   and  with    Lead  Jrencil,  there   is  one   principle  ad- 

what  advantage.  ■%      i-rxiT  xi      *i  i-i 

vanced  which  I  believe  to  be  false  and  dan- 
irerous,  that  the  local  color  of  objects  is  not  thereby  to 
be  rendered.  I  think  the  instance  given  is  that  of  some 
baskets,  whose  darkness  is  occasioned  solely  by  the 
touches  indicating  the  wicker-work.  Now,  I  believe,  that 
an  essential  diflference  between  the  sketch  of  a  great  and 
of  a  comparatively  inferior  master  is,  that  the  former  is 
conceived  entirely  in  shade  and  color,  and  its  masses  are 
blocked  out  with  reference  to  both,  while  the  inferior 
draughtsman  checks  at  textui'es  and  petty  characters  of 
object.  If  Rembrandt  had  had  to  sketch  such  baskets, 
he  would  have  troubled  himself  very  little  about  the 
wicker-work ;  but  he  would  have  looked  to  see  where  they 
came  dark  or  light  on  the  sand,  and  where  there  were 
any  sparkling  j^oints  of  light  on  the  wet  osiers.  These 
darks  and  lights  he  would  have  scratched  in  with  the 
fastest  lines  he  could,  leaving  no  white  paper  but  at  the 
wet  points  of  lustre ;  if  he  had  had  time,  the  wicker-work 
would  have  come  afterwards.*  And  I  think,  that  the  fii^st 

♦  It  is  true  that  many  of  Reml)randt*8  etchings  are  merely  in  line, 
but  it  may  be  observed  that  the  subject  is  universally  conceived  in 
light  and  shade,  and  that  the  lines  are  either  merely  guides  in  the 
arrangement,  or  an  exquisite  indiciition  of  the  key-notes  of  shade,  on 
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thing  to  be  taught  to  any  pupil,  is  ueither  how  to  man- 
age the  pencil,  nor  how  to  attam  character  of  outline, 
but  rather  to  see  where  things  are  light  and  where  they 
are  dark,  and  to  draw  them  as  he  sees  them,  never  caiing 
whether  his  lines  be  dexterous  or  slovenly.  The  result 
of  such  study  is  the  immediate  substitution  of  downright 
drawing  for  symbolism,  and  afterwards  a  judicious  mod- 
eration in  the  use  of  extreme  lights  and  chirks ;  for  where 
local  colors  are  really  drawn,  so  much  of  what  seems  vio- 
lently dark  is  found  to  come  light  against  something 
else,  and  so  much  of  what  seems  high  light  to  come  dark 
against  the  sky,  that  the  draughtsman  trembles  at  finding 
himself  plunged  either  into  blackness  or  whiteness,  and 
seeks,  as  he  should,  for  means  of  obtaining  force  without 
either. 

It  is  in  consequence  of  his  evident  habit  of  sketching 
more  with  a  view  to  detail  and  charjicter  than  to  the  gi*eat 
masses,  that  Harding's  chiaroscuro  is  frequency  crude, 
scattered,  and  petty.  Bhic'k  shadows  occur  under  his 
distant  trees,  white  high  lights  on  his  foregroimd  rocks, 
the  foliage  and  tninks  are  dividtnl  by  violent  oppositions 
into  separate  masses,  and  tlui  branches  lose  in  spots  of 
moss  and  fun-owings  of  bark  tlunr  soft  roundings  of  del- 
icate form,  and  their  grand  relations  to  each  other  Jind 
the  sky. 

It  is  owing  to  my  respect  for  the  artist,  and  my  belief 
in  his  x>owcr  and  conscientious  dt^sin;  to  do  what  is  best, 
that  I  have  thus  extended  these  sonKnvhat  «  32.  opponition 
unkind  remarks.  On  tlu^  other  hand,  it  is  mS?and\^reat 
to  be  remenil)ered,  that  his  kiiowhulgc  of  ^""wirdgc. 
nature  is  most  (extended,  and  his  dext(n*ity  of  drawing 
most  instructive,  csjxrially  considering  Iiis  range  of  sub- 
ject; for  wheth(?r  in  wat<?r,  rock,  or  foliag<\  he  is  equally 
skilful  in  fittaining  whatever  he  desires,  (though  he  does 

which  the  Jiftor-systcni  of  it  is  to  1m;  hascd — portions  of  frugmeutary 
finish,  showing  the  completeness  of  the  conception. 
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not  always  desire  all  that  he  ou^srht ;)  and  artists  should 
keep  in  mind,  that  neither  grandeur  of  manner  nor  truth 
of  system  can  atone  for  the  want  of  this  knowledge  and 
this  skill.  Constable's  manner  is  good  and  great,  but 
being  unable  to  draw  even  a  log  of  wood,  much  more  a 
trunk  of  a  tree  or  a  stone,  he  left  his  works  destitute  of 
substance,  mere  studies  of  eflfect  without  any  expression 
of  specific  knowledge;  and  thus  even  what  is  great  in 
them  has  been  productive,  I  believe,  of  very  ^eat  injury 
in  its  encouragement  of  the  most  superficial  qualities  of 
the  English  school. 

The  foliage  of  David  Cox  has  been  .already  noticed 
(preface  to  second  edition).    It  is  altogether  exquisite  in 

color,  and  in  its  impressions  of  coolness, 
Cox,'  FieidiB^  md  shadc,  and  mass ;  of  its  drawing  I  cannot  say 
^^***®™*^^  anything,  but  that  I  should  be  sorry  to  see 

it  better.  Copley  Fielding's  is  remarkable  for  its  intri- 
cacy and  elegance ;  it  is,  however,  not  free  from  affectation, 
and,  as  has  been  before  remarked,  is  always  evidently  com- 
posed in  the  study.  The  execution  is  too  rough  and  wool- 
ly ;  it  is  wanting  in  simplicity,  sharpness,  and  freshness, — 
above  all  in  specific  character ;  not,  however,  in  his  mid- 
dle distances,  where  the  rounded  masses  of  forest  and 
detached  blasted  trunks  of  fir  are  usually  very  admirable. 
Cattermole  has  very  grand  conceptions  of  general  form, 
but  wild  and  without  substance,  and  therefore  incapable 
of  long  maintaining  their  attractiveness,  especially  lately, 
the  execution  having  become  in  the  last  degree  cotu'se 
and  affected.  This  is  bitterly  to  be  regretted,  for  few  of 
our  artists  would  i)aint  foliage  better,  if  ho  would  paint 
it  from  nature,  and  with  reverence. 

Hunt,  I  think,  fails,  and  fails  only,  in  foliage ;  fails,  as 
the  Daguerreotype  does,  from  over-fidelity ;  for  foliage 
will  not  be  imitated,  it  must  be  reasoned  out  and  sug- 
gested ;  yet  Hunt  is  the  only  man  we  have  who  can  paint 
the  real  leaf  green  under  sunlight,  and,  in  this  respect. 
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his  trees  are  delicious, — summer  itself.  Creswick  has 
sweet  feeling,  and  tries  for  the  real  green  too,  but,  from 
want  of  science  in  his  shadows,  ends  in  1 34.  Hunt  and 
green  paint  instead  of  green  light ;  in  mere  hJ!iJ  ^^^fe  reSto' 
local  color,  instead  of  color  raised  by  sim-  Sjrhtfwid^^^ffenJ 
shine.    One  example  is  enough  to  show    «ive  if  otherwise. 

where  the  fault  lies.  In  his  picture  of  tlie  AVeald  of 
Kent,  in  the  British  Institution  this  year,  there  was  a 
cottage  in  the  middle  distance  with  white  walls,  and  a 
red  roof.  The  dark  sides  of  the  white  walls  and  of  the 
roof  were  of  the  same  color,  a  dark  purple — wTong  for 
both.  Repeated*  inaccuracies  of  this  kind  necessarily  de- 
prive even  the  most  brilliant  color  of  all  appearance  of 
sunshine,  and  they  are  much  to  be  deprecated  in  Cres- 
wick, as  he  is  one  of  the  very  few  artists  who  do  draw 
from  nature  and  try  for  nature.  Some  of  his  thickets  and 
torrent-beds  are  most  painfully  studied,  and  yet  he  can- 
not draw  a  bough  nor  a  stone.  I  susi^ect  he  is  too  much 
in  the  habit  of  studing  only  large  views  on  the  spot,  and 
not  of  drawing  small  jiortions  thoroughly.  I  trust  it  will 
be  seen  that  these,  as  all  other  remarks  that  I  have  made 
throughout  this  volume  ou  particular  works,  are  not  in  de- 
l^recdation  of,  or  unthankfuhicss  for,  what  the  artist  has 
done,  but  in  the  desire  that  he  should  do  hiniself  more 
justice  and  more  honor.  I  hav(^  much  pleasure  in  Cres- 
wick's  works,  and  I  am  glad  always  to  see  tli(^m  admired 
bv  others. 

I  shall  conclude  this  sketch  of  the  foliage  art  of  Eng- 
land, by  mention  of  two  artists,  whom  I  believe  to  be  rep- 
resentative   of  a    considerable    class,  ad-    _     ^     .   . 

.      1  ,      .         1      .  1         i  •  -      S  35.    Conchiaion. 

mirable  in  their  reverence  and  patience  of    works  of  j.  Lin- 

,      T  .  •    i     1     1        n  IT         ncU  and  8.  Palmer. 

study,   yet   unappreciated   by  the  public, 
because  what  they  do  is  unrecommended  by  dexterities 
of  handling.     The  forest  studies  of  J.  Linnell  are  pecu- 
liarly olab(nat(\,  and,  in  many  points,  most  skilful;  they 
fail  perhaps  of  interest,  owing  to  overfulness  of  detail 
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and  a  want  of  generalization  in  the  effect;  but  even  a 
little  more  of  the  Harding  sharpness  of  touch  would  set 
off  their  sterling  qualities,  and  make  them  felt.  A  less 
known  artist,  S.  Palmer,  lately  admitted  a  member  of 
the  Old  Water-Color  Society,  is  deserving  of  the  very 
highest  place  among  faithful  followers  of  nature.  His 
studies  of  foreign  foliage  especially  are  beyond  all  praise 
for  care  and  fulness.  I  have  never  seen  a  stone  pine  or 
a  C3rpress  drawn  except  by  him ;  and  his  feeling  is  as 
pure  and  grand  as  his  fidelity  is  exemplary.  He  has  not, 
however,  yet,  I  think,  discovered  what  is  necessary  and 
unnecessary  in  a  great  picture ;  and  his  works,  sent  to 
the  Society's  rooms,  have  been  most  unfavorable  exam- 
ples of  his  power,  and  have  been  generally,  as  yet,  in 
places  where  all  that  is  best  in  them  is  out  of  sight.  I 
look  to  him,  nevertheless,  unless  he  lose  himself  in  over- 
reverence  for  certain  conventionalisms  of  the  elder 
schools,  as  one  of  the  probable  renovators  and  correctors 
of  whatever  is  failing  or  erroneous  in  the  practice  of 
English  art. 


CHAPTER  n. 

GENERAL  TOgVATtlTR  RESPECnNG  THE  TRUTH  OF  TURNER. 

We  have  now  arrived  at  some  general  conception  of 
the  extent  of  Turner's  knowledge,  and  the  truth  of  his 
practice,  by  the  deliberate  examination  of  ^^  -^^  necewity 
the  characteristics  of  the  four  great  ele-    of  entering  into 

°  discQBeiion  of 

ments  of  landscape — sky,  earth,  water,  and  architectural 
vegetation.  I  have  not  thought  it  neces- 
sary to  devote  a  chapter  to  architecture,  because  enough 
has  been  said  on  this  subject  in  Part  II.  Sect.  I.  Chap. 
VLL ;  and  its  general  truths,  which  are  those  with  which 
the  landscape  painter,  as  such,  is  chiefly  concerned,  re- 
quire only  a  simple  and  straightforward  application  of 
those  rules  of  which  every  other  material  object  of  a 
landscape  has  required  a  most  difficult  and  complicated 
application.  Turner's  knowledge  of  pers])ective  prob- 
ably adds  to  his  power  in  the  arrangement  of  every  or- 
der of  subject ;  but  ignorance  on  this  head  is  rather  dis- 
graceful than  knowledge  merit<3rious.  It  is  disgraceful, 
for  instance,  that  any  man  should  commit  such  palpable 
and  atrocious  errors  in  ordinary  perspective  as  are  seen 
in  the  quay  in  Claude's  sea-pieco,  No.  14,  National  Gal- 
lery, or  in  the  curv^ed  portico  of  No.  30 ;  but  still  these 
are  not  points  to  be  taken  into  consideration  as  having 
anything  to  do  with  artistical  rank,  just  as,  though  we 
should  say  it  was  disgraceful  if  a  great  poet  could  not 
spell,  we  should  not  consider  such  a  defect  as  in  any  way 
taking  from  his  poetical  rank.  Neither  is  there  anything 

particularly  belonging  to  architecture,  as  such,  which  it 
13 
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is  any  credit  to  an  artist  to  observe  or  represent ;  it  is 
only  a  simple  and  clear  field  for  the  manifestation  of  his 
knowledge  of  general  laws.  Any  surveyor  or  engineer 
could  have  drawn  the  steps  and  balustrade  in  the  Hero 
and  Leander,  as  well  as  Turner  has ;  but  there  is  no  man 
living  but  himself  who  could  have  thrown  the  accidental 
shadows  upon  them.  I  may,  however,  refer  for  general  il- 
lustration of  Turner's  power  as  an  architectural  draughts- 
miui,  to  the  front  of  Rouen  Cathedral,  engraved  in  the 
Eivers  of  France,  and  to  the  Ely  in  the  England.  I  know 
nothing  in  art  which  can  be  set  beside  the  former  of 
these  for  oven^'helming  grandeur  and  simplicity  of  effect, 
and  inexhaustible  intricacy  of  parts.  I  have  then  only  a 
few  remarks  farther  to  ofifer  respecting  the  general  char- 
acter of  all  those  truths  which  we  have  been  hitherto  en- 
deavoring to  explain  and  illustrate. 

The  difiference  in  the  accuracy  of  the  lines  of  the  Torso 
of  the  Vatican,  (the  Maestro  of  M.  Angelo,)  from  those  in 

I  «.    Extreme  dif-     OUO  of  M.  Augelo's  finest  WOrks,  could  por- 
ing OT^iVplainSg    haps  scarcely  be  appreciated  by  any  eye 
the  hichesi  truth.     ^^  feeling  Undisciplined  by  the  most  per- 
fect and  practical  anatomical  knowledge.    It  rests  on 
points  of  such  traceless  and  refined  delicacy,  that  tliough 
we  feel  them  in  the  result,  we  cannot  follow  them  in  the 
details.     Yet  they  are  such  and  so  great  as  to  phice  the 
Torso  alone  in  art,  solitary  and  supreme  ;  while  the  finest 
of  M.  Angelo's  works,  considered  with  respect  to  truth 
alone,  are  said  to  be  only  on  a  level  with  antiques  of  the 
second  class,  under  the  Apollo  and  Venus,  that  is,  two 
classes  or  grades  below  the  Torso.    But  suppose  the  best 
sculptor  in  the  world,  possessing  the  most  entire  ap- 
preciation of  the  excellence  of  the  Torso,  were  to  sit  down, 
pen  in  hand,  to  try  Jind  tell  us  wherein  the  peculiai*  truth 
of  each  line  consisted  ?     Could  any  words  that  he  could 
use  make  us  feel  the  hairbreadth  of  depth  and  distance 
on  w  hich  all  dex^ends  t  or  end  in  anything  more  than 
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bare  assertions  of  the  inferiority  of  this  line  to  that, 
irhich,  if  we  did  not  perceive  for  ourselves,  no  explanation 
conld  ever  illustrate  to  us  ?  He  might  as  well  endeavor 
to  explain  to  us  by  words  some  taste  or  other  subject  of 
sense,  of  which  we  had  no  experience.  And  so  it  is  with 
all  truths  of  the  highest  order ;  they  are  separated  from 
those  of  average  precision  by  points  of  extreme  delicacy, 
which  none  but  the  cultivated  eye  can  in  the  letist  feel, 
and  to  express  which,  all  words  are  absolutely  meaning- 
less and  useless.  Consequently,  in  all  that  I  have  been 
saying  of  the  truth  of  artists,  I  have  been  ^  ^  ^j^^  patnire 
able  to  point  out  only  coarse,  broad,  and    F*"^  of  Turner 

*  "^  '  '  18  in   no  deprce 

explicable  matters ;  I  have  been  perfectly    8*»"^  *°  t^®  ^«re- 

*"  ,  i.  */       going    pQg<ef>»  but 

unable  to  express  (and  indeed  I  have  made  *^^X  *"«  relative 
no  endeavor  to  express)  the  finely  drawn 
and  distinguished  truth  in  which  all  the  real  excellence 
of  art  consists.  All  those  truths  which  I  have  been  able 
to  explain  and  demonstrate  in  Turner,  are  such  as  any  ar- 
tist of  ordinary  powers  of  observation  ought  to  be  capable 
of  rendering.  It  is  disgraceful  to  omit  them ;  but  it  is  no 
very  great  credit  to  observe  them.  I  have  indeed  proved 
that  they  have  been  neglected,  and  disgracefully  so,  by 
those  men  who  are  commonly  considered  the  Fathers  of 
Art ;  but  in  showing  that  they  have  been  observed  by 
Turner,  I  have  only  i^roved  him  to  be  dl)ove  other  men  in 
knowledge  of  truth,  I  have  not  given  any  conception  of 
his  o^vn  positive  rank  as  a  Painter  of  Nature.  But  it 
stands  to  reason,  that  the  men,  who  in  broad,  simple, 
and  demonstrable  matters  an^  pt^rpetually  violating  truth, 
will  not  be  particularly  accurate  or  careful  in  caiTying 
out  delicate  and  refined,  and  undemonstrable  matters : 
and  it  stands  equally  to  reason,  that  the  man  who,  as  far 
as  argument  or  demonstration  can  go,  is  found  invariably 
truthful,  will,  in  all  probability,  be  truthful  to  the  last 
line,  and  shadow  of  a  line.  And  such  is,  indeed,  the  ease 
with  every  touch  of  this  consummate  artist ;  the  essential 
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excellence—all  that  constitutes  the  real  and  exceeding 
value  of  his  works — is  beyond  and  above  expresijiou;  it 

T)H>iu«d<  '^  ^  truth  inherent  in  every  Hue,  and 
nnoaneni  ttf  hfi  breathing  in  every  hue,  too  delicate  and  ex- 
quisite to  admit  of  any  kind  of  proof,  nor 
to  be  ascertained  except  by  the  liighest  of  tests— the  keen 
feeling  attained  by  extended  knowledge  and  long  study. 
Two  lines  are  laid  on  canvas  i  one  is  right  and  another 
wrong.  There  is  no  difference  between  them  appreciable 
by  the  compasses — none  appreciable  by  the  ordinaiy  eye 
— none  which  can  be  pointed  out,  if  it  is  not  seen.  One 
person  feels  it, — another  does  not ;  but  the  feeling  or 
sight  of  the  one  can  by  no  words  be  communicated  to 
the  other :  it  would  be  unjust  if  it  could,  for  that  feeling 
and  sight  have  been  the  rfward  of  years  of  labor.     And 

__  there  is,  indeed,  nothing  in  Turner— not 

I  B.  Thare  iBnolh-  ,  i-  i 

lEg  la  hii  work*  one  dot  nor  line — whose  meaning  can  be 
loyed  irtibont  understood  without  knowledge;  because 
he  never  aims  at  sensual  impressions,  but 
at  the  deep  final  truth,  which  only  meditation  can  dis- 
cover, and  only  experience  recognize.  There  is  nothing 
done  or  omitted  by  him,  which  does  not  imply  such  a 
comparison  of  ends,  Bu«h  rejection  of  the  least  worthy, 
(aa  far  as  they  are  incompatible  with  the  rest,)  such  care- 
ful selection  and  arrangement  of  all  that  can  be  united, 
OS  can  only  be  enjoyed  by  minds  capable  of  going  through 
the  same  process,  and  discovering  the  reasons  tor  the 
It.  Aod  notuoK  choice.  And,  as  there  is  nothing  in  his 
2lu'noi''m»bto'n»  works  wbich  Can  bo  enjoyed  without  knowl- 
toeajoj.  edge,  so   there  is  nothing  in  them  which 

knowledge  will  not  enable  us  to  enjoy.  There  is  no  test 
of  our  acquaintance  with  nature  so  absolute  and  unfail- 
ing aa  the  degree  of  admiration  we  feel  for  Turner's  paint- 
ing. Precisely  aa  we  are  shallow  in  our  knowledge, 
vulgar  in  onr  feeling,  and  contracted  in  our  views  of 
principles,  will  the  works  of  this  artist  be  stumbling- 
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blocks  or  fooliehness  to  us :— precisely  in  the  degree  in 
which  we  are  familiar  with  nature,  constant  in  our  obaer- 
vatiou  of  her,  and  enlarged  in  our  understanding  of  her, 
will  they  expand  before  our  eyes  into  glory  and  beauty. 
In  every  new  insight  wliich  we  obtain  into  the  works  of 
Ood,  in  every  now  idea  which  we  receive  from  His  crea- 
tion, we  shall  find  ourselves  poBsesaed  of  an  interpreta- 
tion and  a  guide  to  something  in  Turner's  works  which 
we  had  not  before  understood.  We  may  range  over 
Europe,  from  shore  to  shore ;  and  from  every  rock  that 
we  tread  upon,  every  sky  that  passes  over  oiu:  heads, 
every  local  form  of  vegetation  or  of  soil,  we  shall  receive 
fresh  illustration  of  his  principles— fresh  confirmation 
of  his  facts.  We  shall  feel,  wherever  we  go,  that  he  has 
been  there  before  us — whatever  we  see,  that  he  has  seen 
and  seized  before  us :  and  we  shall  at  last  cease  the  in- 
vestigation, with  a  well-grounded  trust,  that  whatever 
we  have  been  unable  to  account  for,  and  what  we  still 
dislike  in  his  works,  has  reason  for  it,  and  foundation 
like  the  rest :  and  that  even  where  he  has  failed  or  erred, 
there  is  a  beanty  in  the  failure  which  none  are  able  to 
equal,  and  a  dignity  in  the  error  which  none  are  worthy 
to  reprove. 

There  has  been  marked  and  constant  progress  in  his 
mind  i  he  has  not,  like  some  few  artists,  been  without 
childhood ;  his  course  of  study  has  been  as  ,  ,,  hi„  ,„„,„, 
evidently  as  it  has  been  swiftly  progrros-  ""iind  prog«M. 
sive,  and  in  different  stages  of  the  struggle,  sometimes 
one  order  of  truth,  soraetimes  another,  has  been  aimed  at 
or  omitted.  But  from  the  beginning  to  the  present 
height  of  his  career,he  has  never  sacrificed  |B.8tandiDBo(tiiB 
a  greater  truth  to  a  less.  As  he  advanced,  ^^"mjsJa^'^ls 
the  previous  knowledge  or  attainment  was  EtJ ^T^,.^™ '^ 
absorbed  in  what  succeeded,  or  abandoned 
only  if  incompatible,  and  never  abandoned  without  a 
gain ;  and  his  present  works  present  the  sum  and  per- 
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fection  of  his  accumulated  knowledge,  delivered  with  the 
impatieuce  and  passion  of  one  who  feels  too  much, 
and  knows  too  much,  and  liaa  too  little  time  to  say  it  in, 
to  pause  for  expression,  or  ponder  over  his  syllables. 
There  is  iii  them  the  obscurity,  but  the  truth,  of  proph- 
ecy;  the  instinctive  aud  burning  langTiiig'e,  which  would 
express  less  if  it  uttered  more,  which  is  indistinct  only 
by  its  fulness,  and  dark  with  its  abundant  meiuiing. 
He  feels  uow,  with  ion^-trained  vividness  and  keenness 
of  sense,  too  bitterly  the  impotence  of  the  hand,  and  the 
vainness  of  the  color  to  catch  one  shadow  or  one  image 
of  the  glory  which  Goi3  has  revealed  to  him.  He  has 
dwelt  and  communed  with  nature  all  the  days  of  his 
life  ;  he  knows  her  now  too  well,  he  cannot  palter  over 
the  material  littleness  of  her  outward  form ;  he  must 
give  her  soul,  or  he  has  done  nothing,  and  he  cannot  do 
this  with  the  flax,  and  the  earth,  and  the  oil.  "  I  cannot 
gather  the  sunbeams  out  of  the  east,  or  I  would  make 
iliem  tell  you  what  I  hav«  seen ;  but  read  this,  and  inter- 
pret this,  and  let  us  remember  together.  I  cannot  gather 
the  gloom  out  of  the  night  sky,  or  I  would  make  that 
teach  you  what  I  have  seen ;  but  read  this,  and  interpret 
this,  and  let  us  feel  together.  And  if  you  have  not  that 
within  you  which  I  can  summon  to  my  aid,  if  you  have 
not  the  Bun  in  your  spirit,  and  the  passion  in  your  heart, 
which  my  words  may  awaken,  though  they  be  indistinct 
and  swift,  leave  me  ;  for  I  will  give  yon  no  patient  mock- 
ery, no  laborious  insult  of  that  glorious  nature,  whose  I 
am  and  whom  I  serve.  Let  other  serv'ants  imitate  the 
voice  and  the  gesture  of  their  master,  while  they  forget 
his  message.  Hear  that  message  from  me  ;  but  remem- 
ber, that  the  teaching  of  Divine  truth  must  still  be  a 
mystery." 


CHAPTEE  m. 

CJONCLUSION. — MODERN  ART  AND  MODERN  CRITICISM. 

We  have  only,  in  conclusion,  to  oflfer  a  few  general  re- 
marks respecting  modem  art  and  modem  criticism. 

We  wish,  in  the  first  place,  to  remove  the  appearance 
of  invidiousness  and  partiality  which  the  constant  prom- 
inence given  in  the  present  portion  of  the    .       ^ 

I    i      XI  1       i-  *  ^'   ^  §  1.     The  entire 

work  to  the  productions  of  one  artist,  can    prominence  wth- 

,-.,-,  .  .       ii  »     1         0     erto  given  to  the 

scarcely  fail  of  bearing  m  the  minds  of    works  of  one  ar- 
most  readers.    When  we  pass  to  the  exam-    by  onr  not  being 

•  •  ji-ii*-i  i*i>t  1  •  Aole  to  take  coe- 

ination  of  what  is  beautiful  and  expressive  nizance  of  charao 
in  art,  we  shall  frequently  find  distinctive 
qualities  in  the  minds  even  of  inferior  artists,  which 
have  led  them  to  the  pursuit  and  embodying  of  i)articu- 
lar  trains  of  thought,  altogether  diflfereut  from  those 
which  direct  the  compositicms  of  other  men,  and  incapa- 
ble of  comparison  with  them.  Now,  when  this  is  the 
case,  we  should  consider  it  in  the  highest  degi-eo  both 
invidious  and  illogical,  to  say  of  such  different  modes  of 
exertion  of  the  intellect,  that  one  is  in  all  points  greater 
or  nobler  than  another.  We  shall  probably  find  some- 
thing in  the  working  of  all  minds  which  has  an  end  and 
a  power  peculiar  to  itself,  and  which  is  deserving  of  free 
and  full  admiration,  without  any  reference  whatsoever  to 
what  has,  in  other  fields,  been  accomplished  by  other 
modes  of  thought,  and  directions  of  aim.  We  shall, 
indeed,  find  a  ^vider  range  and  grasp  in  one  man  than 
in  another;  but  yet  it  will  be  our  own  fault  if  we  do  not 
discover  something  in  the  most  limited  range  of  mind 
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which  is  different  from,  and  in  its  way  better  than,  any- 
thing presented  to  us  by  the  more  grasping  intellect. 
We  all  know  that  the  nightingale  sings  more  nobly  than 
the  lark ;  but  who,  therefore,  would  wish  the  lark  not  to 
sing,  or  would  deuj'  that  it  had  a  chara<!ter  of  its  own, 
which  bore  a  part  among  the  melodies  of  creation  no  less 
essential  thau  that  of  the  more  richly-gifted  bird  T  And 
e  t  The  temihigs  *^"^  '^^  whall  flud  and  feel  that  whatever 
m^'"ta«^^'^  dilierence  may  exist  between  the  intellect- 
tnii  compartoon.  mj  powsrs  of  ouB  aitist  and  another,  yet 
wherever  there  is  any  true  genius,  there  will  be  some 
peculiar  lesson  which  even  the  humblest  will  teach  us 
more  sweetly  and  perfectly  than  those  fiu'  above  them  in 
prouder  attributes  of  mind ;  and  we  should  be  as  mis- 
taken as  we  should  be  anjust  and  invidious,  if  we  refused 
« 3.  Bni  the  Mel-  **'  receive  this  their  peculiar  message  with 
™h"l^'^'Mb'ie  gratitude  and  veneration,  merely  because 
ofresitompwiMii.  Jt  was  a  Sentence  and  not  a  volume.  But 
the  case  is  different  when  we  examine  their  relative 
fidelity  to  given  facts.  That  fidelity  depenila  on  no  pe- 
culiar modes  of  thought  or  habits  of  character;  it  is  the 
result  of  keen  sensibility,  combined  with  high  powers  of 
memory  and  association.  These  qualities,  as  such,  are 
the  same  in  aU  men ;  character  or  feeling  may  direct 
their  choice  to  this  or  that  object,  but  the  fidelity  with 
which  they  treat  either  the  one  or  the  other,  is  depend- 
ent on  those  simple  powers  of  sense  and  intellect  which 
are  like  and  comparable  in  all,  and  of  which  we  can  al- 
ways say  that  they  are  greater  in  this  man,  or  less  in 
that  without  reference  to  the  character  of  the  individual. 
Those  feelings  which  direct  Cox  to  the  painting  of  wild, 
weedy  banks,  and  cool,  melting  skies,  and  those  which  di- 
rected Barret  to  the  painting  of  glowing  foliage  and  mel- 
ancholy twilight,  are  both  just  and  beautiful  in  their  way, 
and  are  both  worthy  of  high  praise  and  gratitude,  with- 
out necessity,  nay,  without  proper  possibility  of  oompar- 
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ing  one  with  the  oiher.  But  the  degree  of  fidelily  with 
which  the  leayee  of  the  one  and  the  light  of  the  other 
are  rendered,  depends  upon  &caltieB  of  sight,  sense,  and 
memoiy  oommon  to  both,  and  perfectly  comparable ;  and 
we  may  say  fearlessly,  and  without  injustice,  that  one  or 
the  otiier,  as  the  case  may  be,  is  more  faithful  in  that 
which  th^y  have  chosen  to  represent.  It  g^  npnrhnjtit 
18  also  to  be  remembered  that  these  facul-    ^SSJ^^J^ 


Mmilj    

ties  of  sense  and  memory  are  not  partial  ~J^  J^^  ^^^ 
in  their  effect;  they  will  not  induce  fidel-  i^^^ 
ity  in  the  rendering  of  one  class  of  objects,  and  fail  of 
doing  so  in  another.  They  act  equally,  and  with  equal 
resnltSi  whatever  may  be  the  matter  subjected  to  them ; 
the  same  delicate  sense  which  perceives  the  utmost  grace 
of  the  fibres  of  a  tree,  will  be  equally  unerring  in  trac- 
ing the  character  of  doud ;  and  the  quick  memory  which 
seizes  and  retains  the  circumstances  of  a  fl3ning  effect  of 
shadow  or  color,  will  be  equally  effectual  in  fixing  the 
impression  of  the  instantaneous  form  of  a  moving  figure 
or  a  breaking  wave.  There  are  indeed  one  or  two  broad 
distinctions  in  the  nature  of  the  senses, — a  sensibility  to 
color,  for  instance,  being  very  different  from  a  sensibility 
to  form ;  so  that  a  man  may  possess  one  without  the 
other,  and  an  artist  may  succeed  in  mere  imitation  of 
what  is  before  him,  of  air,  sunlight,  etc.,  without  pos- 
sessing sensibility  at  all.  But  wherever  we  have,  in 
the  drawing  of  any  one  object,  sufficient  evidence  of  real 
intellectual  power,  of  the  sense  which  perceives  the  es- 
sential quaUties  of  a  thing,  and  the  judgment  which 
arranges  them  so  as  to  illustrate  each  other,  we  may  be 
quite  certain  that  the  same  sense  and  judgment  will  op- 
erate  equally  on  whatever  is  subjected  to  ^  ^  no  man 
them,  and  that  the  artist  will  be  equally  ^^i/"he**cmn 
great  and  masterly  in  his  drawing  of  all  draw  nothing  else. 
that  he  attempts.  Hence  we  may  be  quite  sure  that 
wherever  an  artist  appears  to  be  truthful  in  one  branch 
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of  art,  and  not  in  another,  the  apparent  truth  is  either 
owing  to  some  trickery  of  imitation,  or  is  not  so  great 
as  we  suppose  it  to  be.  In  nine  cases  out  of  ten,  people 
who  are  celebrated  for  drawing  only  one  thing,  and  can 
only  draw  one  thing,  draw  that  one  thing  worse  than 
anybody  else.  An  artist  may  indeed  confine  himself  to 
a  limited  range  of  subject,  but  if  he  be  really  true  in  his 
rendering  of  this,  his  power  of  doing  more  will  be  per- 
petually showing  itself  in  accessories  and  minor  points. 
There  are  few  men,  for  instance,  more  limited  in  subject 
than  Himt,  and  yet  I  do  not  think  there  is  another  man  in 
the  old  Water-Color  Society,  with  so  keen  an  eye  for  truth, 
or  with  power  so  universal.  And  this  is  the  reason  for 
the  exceeding  prominence  which  in  the  foregoing  inves- 
tigation one  or  two  artists  have  always  assumed  over  the 
rest,  for  the  habits  of  accurate  observation  and  delicate 
powers  of  hand  which  they  possess,  have  equal  eflfect,  and 
maintain  the  same  superiority  in  their  works,  to  what- 
ever class  of  subject  they  may  be  directed.  And  thus  wo 
have  been  compelled,  however  unwillingly,  to  pass  hastily 
by  the  works  of  many  gifted  men,  because,  however  pure 
their  feeling,  or  original  their  conceptions,  they  were 
wanting  in  those  faculties  of  the  hand  and  mind  which 
insure  perfect  fidelity  to  nature :  it  will  be  only  hereafter, 
when  we  are  at  liberty  to  take  full  cognizance  of  the 
thought,  however  feebly  it  may  be  clothed  in  language, 
that  we  shall  be  able  to  do  real  justice  to  the  disciples 
either  of  modem  or  of  ancient  art. 

But  as  far  as  we  have  gone  at  present,  and  with  respect 
only  to  the  niaferial  truth,  which  is  all  that  we  have  been 
§  6.  General  con-    able  to  investigate,  the  conclusion  to  which 

clQBlons  to  be  do-  j.iij*  i  •o.**  *i 

rived   fn>m    our    WO  must  be  led  IS  as  clear  as  it  is  iiievita- 

ble ;  that  modem  artists,  as  a  body,  are  far 
more  just  and  full  in  their  views  of  material  things  than 
any  landscape  painters  whose  works  are  extant — but  that 
J.  M.  W.  Turner  is  the  only  man  who  has  ever  given  an 
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entire  transcript  of  the  whole  system  of  nature,  and  is, 
in  this  point  of  view,  the  only  perfect  landscape  painter 
whom  the  world  has  ever  seen. 

Nor  are  we  disposed  to  recede  from  our  assertion  made 
in  Sec.  L  Gh.  L  §  10,  that  this  material  truth  is  indeed  a 
perfect  test  of  the  relative  rank  of  painters, 
though  it  does  not  in  itself  constitute  that  ptandArdof  aii  ex- 
rank.  We  shall  be  able  to  prove  that 
truth  and  beauty,  knowledge  and  imagination,  invariably 
are  associated  in  art ;  and  we  shall  be  able  to  show  that 
not  only  in  truth  to  nature,  but  in  all  other  points. 
Turner  is  the  greatest  landscape  painter  who  has  ever 
lived.  But  his  superiority  is,  in  matters  of  feeling,  one  of 
kind,  not  of  degree.  Superiority  of  degree  implies  a 
superseding  of  others,  superiority  of  kind  only  sustain- 
ing a  more  important,  but  not  more  necessary  part,  than 
others.  If  ti^h  were  all  that  we  required  from  art,  all 
other  painters  might  cast  aside  their  brushes  in  despair, 
for  all  that  they  have  done  ho  has  done  more  fvdly  and 
accurately;  but  when  we  pass  to  the  higher  require- 
ments of  art,  beauty  and  character,  their  contributions 
are  all  equally  necessary  and  desirable,  because  different, 
and  however  inferior  in  position  or  rank,  are  still  per- 
fect of  their  kind ;  their  iuferiority  is  ouly  that  of  the 
lark  to  the  nightingale,  or  of  the  violet  to  the  rose. 

Such  then  is  the  rank  and  standing  of  our  modem  ar- 
tists. Wo  have,  living  with  us,  and  painting  for  us,  the 
greatest  painter  of  aJl  time ;  a  man  with  whose  suprem- 
acy of  power  no  intellect  of  past  ages  can  be  put  in  com- 
parison for  a  moment.  Let  us  next  inquire  what  is  the 
rank  of  our  critics.  Public  taste,  I  believe,  g  a  Modern  crit- 
as  far  as  it  is  the  encourager  and  supporter  fuineM  of  public 
of  art  has  been  the  same  in  all  ages, — a  fitful 
and  vacillating  euiTent  of  vague  impression,  peii^etually 
liable  to  change,  subject  to  epidemic  desires,  and  agi- 
tated by  infectious  passion,  the  slave  of  fashion,  and  the 
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fool  of  fancy,  but  yet  always  diBtingniBliing  with  singu- 
lar clearsightedness,  between  that  which  is  best  and  that 
which  ia  worst  of  the  particular  class  of  food  which  its 
morbid  appetite  may  call  for ;  never  failing  to  diatiu- 
gnish  that  which  is  produced  by  intellect,  from  that 
which  is  not,  though  it  may  be  intellect  degraded  by 
IS  TBiMsociiit-  ministering  to  its  misguided  will.  Public 
dwS''  cS  "j^  taste  may  thus  degrade  a  race  of  men  ca- 
""nt-  pable  of  the  highest  efforts  in  art  into  the 

portrait  painters  of  ephemeral  fashions,  but  it  will  yet  not 
fail  of  discovering  who,  among  these  portrait  painters, 
is  the  miui  of  most  mind.  It  will  separate  the  man  who 
would  have  become  Buonaroti  from  the  man  who  would 
have  become  Bandinelli,  though  it  will  employ  both  in 
painting  curls,  and  feathers,  and  bracelets.  Hence,  gen. 
erally  speaking,  there  is  no  compaTotive  injustice  done, 
no  false  elevation  of  the  fool  above  the  man  of  mind, 
provided  only  that  the  man  of  mind  will  condescend  to 
supply  the  particular  article  which  the  public  chooses  to 
want.  Of  course  a  thousand  modifying  circumBtances 
interfere  with  the  action  of  the  general  rule ;  but,  taking 
one  case  with  another,  we  shall  very  constantly  find  the 
price  which  the  picture  commands  in  the  market  a  pretty 
fair  standard  of  the  artiet's  rank  of  intellect,  llie  press, 
I  ID.  DntT  t4  the  therefore,  and  all  who  pretend  to  lead  the 
P"™^  public  taste,  have  not  so  much  to  direct 

the  multitude  whom  to  go  to,  as  what  to  ask  for.  Their 
bufiiness  is  not  to  tell  us  which  is  our  best  painter,  but 
to  tell  us  whether  we  are  making  our  best  painter  do  his 
best. 

Now  none  are  capable  of  doing  this,  but  those  whose 

principles  of  judgment  are  based  both  on  thoi'ough  /w<w- 

iical  knowledge  of  art,  and  on  broad  gen- 

ttonVnecwimrjfor    eral  views  of  what  is  true  and  right,  witliout 

'"'  reference  to  what  has  been  done  at  one 

time  or  another,  or  in  one  school  or  another.     Nothing 
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be  more  perilous  to  the  cause  of  art,  than  the  con- 
stant ringing  in  onr  painters'  ears  of  the  names  of  great 
predeoessoFBy  as  their  examples  or  masters.   I  had  rather 
hear  a  great  poet,  entirely  original  in  his  feeling  and 
aim,  leboked  or  maligned  for  not  being  like  Words- 
worih  or  Coleridge,  than  a  great  painter  criticised  for 
not  patting  ns  in  mind  of  Claude  or  Poussin.    But  such 
Teferenoes  to  former  excellence  are  the  only  refuge  and  re- 
aomoe  of  persons  endeavoring  to  be  critics  without  being 
artists.    Th^y  cannot  tell  you  whether  a  thing  is  right 
or  not;  but  they  can  tell  you  whether  it  is  like  some- 
thing else  or  not.    And  the  whole  tone  of  g«i«bi  in- 
modem  criticism — as  &r  as  it  is  worthy  of    oaiwbuitj  of  mod- 
being  called  critidsm-sufficiently  shows    "^""^ 
it  to  proceed  entirely  from  persons  altogether  unversed 
in  jnractice,  and  ignorant  of  truth,  but  possessing  just 
enough  of  feeling  to  enjoy  the  solemnity  of  ancient  art, 
who,  not  distinguishing  that  which  is  reaUy  exalted  and 
valuable  in  the  modem  school,  nor  having  any  just  idea 
of  the  real  ends  or  capabilities  of  landscape  art,  consider 
nothing  right  which  is  not  based  on  the  conventional 
principles  of  the  ancients,  and  nothing  true  which  has 
more  of  nature  in  it  than  of  Claude.   But  it  is  strange  that 
while  the  noble  and  unequalled  works  of  modem  land- 
scape painters  are  thus  maligned  and  mis- 

i^       .        •,  i«i-i»i  -§18.    And  incon- 

understood,  our  historical  painters — such  eistency  with 
as  we  have — are  permitted  to  pander  more 
fatally  every  year  to  the  vicious  English  taste,  which  can 
enjoy  nothing  but  what  is  theatrical,  entirely  unchas- 
tised,  nay,  encouraged  and  lauded  by  the  very  men  who 
endeavor  to  hamper  our  great  landscape  painters  with 
rules  derived  from  consecrated  blunders.  The  very  critic 
who  has  just  passed  one  of  the  noblest  works  of  Turner 
— that  is  to  say,  a  masterpiece  of  art,  to  which  Time  can 
show  no  parallel — with  a  ribald  jest,  will  yet  stand  gap- 
ing in  admiration  before  the  next  piece  of  dramatic  glit- 
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ter  and  grimace,  euggested  by  Uie  society,  and  adorned 
witli  the  appurtenances  of  the  greenroom,  which  he  finds 
hung  low  upon  the  wall  as  a  brilliant  example  of  the 
ideal  of  English  art.  It  is  natural  enough  indeed,  that 
the  persons  who  ai-e  disgusted  by  what  is  pure  and  noble, 
should  be  delighted  with  what  is  vicious  and  degratled ; 
but  it  is  singular  that  those  who  are  constantly  talking 
of  Claude  and  Poussin,  should  never  even  pretend  to  a 
thought  of  RaSaelle.  We  could  excuse  them  for  not  com- 
preheuding  Turner,  if  they  only  would  apply  the  same 
cut  and-dried  criticisms  where  they  might  be  applied 
with  truth,  and  protUictive  of  benefit;  but  we  endure  not 
the  paltry  compound  of  ignorance,  false  taste,  and  pre- 
tension, which  aasumes  the  dignity  of  classical  feeling, 
that  it  may  be  able  to  abuse  whatever  is  above  the  level 
of  its  understanding,  but  bursts  into  genuine  rapture 
with  all  that  is  meretricious,  if  sufficiently  adapted  to 
the  calibre  of  its  comprehension. 

To  notice  such  criticisms,  however,  is  giving  them  far 
more  imporfcance  thau  they  deser^'e.  They  can  lead 
I  14.  now  Km  none  astray  but  those  whoso  opinions  are 
aSrimceiiio  ™iM  absolutely  valucless,  and  we  did  not  begin 
"""■  this  chapter  with  any  intent  of  wasting 

our  time  on  these  small  critics,  but  in  the  liopo  of  point- 
ing out  to  the  periodical  press  what  kind  ol  eritieisoi  is 
now  most  required  by  our  school  of  landscape  art,  and 
how  it  may  be  in  their  power,  if  they  will,  to  regulate 
its  impulses,  without  checking  its  energies,  and  really  to 
advance  both  the  cause  of  the  artist,  and  the  taste  of  the 
public. 

One  of  the  most  morbid  symptoms  of  the  general  taste 
of  the  present  day,  is  a  too  great  fondness  for  unfinished 
« IB.  Mwbrd  tond-  works.  Brilliancy  and  rapidity  of  execu- 
JS'dsyr^iuito-  tion  are  everywhere  sought  as  the  highest 
ixhed  nark..  good,  aud  SO  that  a  picture  be  cleverly 

handled  as  far  as  it  is  carried,  littJe  regard  is  paid  to  its 
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imperfectiou  as  a  whole.  Hence  some  artists  are  per- 
mitted, ami  othere  compelled,  to  confine  themselves  to  a 
miuiner  of  working  altogether  destructive  of  their  pow- 
ers, and  to  tax  their  energies,  not  to  concentrate  the 
greatest  quantity  of  thought  on  the  least  possible  epa«e 
of  canvas,  but  to  produce  the  greatest  quantity  of  glitter 
and  claptrap  in  the  shortest  possible  time.  To  the  idler 
and  the  trickster  in  art,  no  system  can  be  more  advan. 
tageous;  but  to  the  man  who  is  really  desirous  of  doing 
something  worth  having  lived  for — to  a  man  of  industry, 
energy,  or  feeling,  we  believe  it  to  be  the  cause  of  the 
most  bitter  discouragement.  If  ever,  working  upon  a 
favorite  subject  or  a  beloved  idea,  he  is  inducotl  to  tax 
his  powers  to  the  utmost,  and  to  spend  as  much  time 
upon  his  picture  as  he  feels  necessary  for  its  perfection, 
he  will  not  be  able  to  get  so  high  a  price  for  the  result, 
perhaps,  of  a  twelvemonth's  thought,  as  he  might  have 
obtained  for  half-a-dozen  sketches  with  a  forenoon's 
work  in  each,  and  he  is  compelled  either  to  fall  back 
upon  mechanism,  or  to  starve.  Now  the  press  should 
especially  endeavor  to  con^^-ince  the  public, 
that  by  this  purchase  of  imperfect  pictures  the  iinbiic  demum 
they  not  only  prevent  all  progress  and  de-  """  **"' 
velopment  of  high  talent,  and  sot  tricksters  and  mechan- 
ics on  a  level  with  men  of  mind,  but  defraud  and  injure 
themselves.  For  there  is  no  doubt  whatever,  that,  esti- 
mated merely  by  the  quantity  of  pleasure  it  is  capable 
of  conveying,  a  well  finished  picture  is  worth  to  its  pos- 
sessor half-a-dozen  incomplete  ones ;  and  that  a  perfect 
drawing  is.  simply  as  a  source  of  delight,  ,  ,r.  ^iiain  p«a- 
better  worth  a  himdred  guineas  than  a  J^^  ^'tS- 
di'awing  half  as  finished  ia  worth  thirty.  ■*''*^ 
On  the  other  hand,  the  body  of  our  artists  should  be 
kept  in  mind,  that  by  indulging  the  public  with  rapid 
and  unconsidered  work,  they  are  not  only  depriving 
themselves  of  the  benefit  which  each  picture  ought  to 
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render  to  them,  as  a  piece  of  practice  and  study,  but 
they  are  destroying  the  refinemeut  of  goceral  taste,  and 
rendering  it  impoBeible  for  tliemaelves  ever  to  find  a 
market  for  more  careful  works,  supposing  that  they  were 
inclined  to  execute  them.  Nor  need  any  Biugle  artist  be 
afraid  of  setting  the  example,  and  producing  labored 
works,  at  Eidvauced  prices,  among  the  cheap,  quick  draw- 
ings of  the  day.  The  public  will  soon  fiud  the  value  of 
the  complete  work,  and  will  be  more  ready  to  give  a 
large  sum  for  that  which  is  inexhaustible,  than  a  quota 
of  it  for  that  which  they  are  wearied  of  in  a  month. 
The  artiat  who  never  lets  the  price  command  the  pict- 
ure, will  soon  find  the  picture  command  the  price. 
And  it  ought  to  be  a  rule  with  every  paint- 
er never  to  let  a  picture  leave  his  easel 
while  it  is  yet  capable  of  improvement,  or 
of  having  more  thought  put  into  it.  The  general  effect 
is  often  perfect  and  pleasing,  and  not  to  be  imiiroved 
upon,  when  the  details  and  facts  are  altogether  imper- 
fect and  unsatiafactory.  It  may  be  difficult — perhaps 
the  most  difficult  task  of  art— to  complete  these  details, 
and  not  to  liiu't  the  general  effect ;  but  until  the  artist 
can  do  this,  his  art  is  imperfect  and  his  picture  unfin- 
ished. That  only  is  a  complete  picture  which  has  both 
the  general  wholeness  and  effect  of  nature,  and  the  inex- 
haustible perfection  of  nature's  details.  And  it  is  only 
in  the  effort  to  unite  these  that  a  painter  i-eally  im- 
proves. By  aiming  only  at  details,  he  becomes  a  me- 
chanic ;  by  aiming  only  at  generals,  he  becomes  a  trick- 
ster :  his  fall  in  both  cases  is  sure.  Two  questions  the 
artist  has,  therefore,  always  to  ask  himself, — first,  "Is 
my  whole  right  ? "  Secondly,  "  Can  my  details  be  added 
to !  Is  there  a  single  space  in  the  picture  where  I  can 
crowd  in  another  thought  T  Is  there  a  cur\'e  in  it  which 
I  can  modulate — a  line  which  I  can  graduate^a  vacancy 
I  can  fill  *    la  there  a  single  spot  which  the  eye,  by  any 
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peesin^  or  piyin^,  can  fathom  or  exhaust  t  If  so,  my 
piofaxe  is  imperfect ;  and  if,  in  modulating  the  line  or 
filling  the  yacancy,  I  hurt  the  general  effect,  my  art  is 
impenfeot." 

Bnt»  on  the  other  hand,  though  incomplete  pictures 
oofirl^t  neither  to  be  produced  nor  purchased,  careful  and 
jeBXakdches  ought  to  be  valued  much  more  .  ^  . 
highly  than  they  are.  Studies  in  chalk,  of  Boflicientiy  «b- 
landwape,  should  form  a  part  of  every  Ex-  """"^ 
hibition,  and  a  room  should  be  allotted  to  drawings  and 
designs  of  figures  in  the  Academy.  We  should  be  heartily 
glad  to  see  tiie  room  which  is  now  devoted  to  bad  draw- 
ings of  incorporeal  and  imaginary  architecture — of  things 
which  never  were,  and  which,  thank  Heaven !  never  will 
be— occupied  instead,  by  careful  studies  for  historical 
pictures ;  not  blots  of  chiaroscuro,  but  delicate  outlines 
with  the  pen  or  crayon. 

From  young  artists,  in  landscape,  nothing  ought  to  be 
tolerated  but  simple  bomb  fide  imttaiion  of  nature.    They 
have  no  business  to  ape  the  execution  of    .^  ^  .,«^ 
masters, — ^to  utter  weak  and  disjointed  rep-    of  execut'on  or  3- 

....  #11  ,  1  1        .      .        forts  at  invention 

etitions  of  other  men  s  words,  and  mimic  not  to  be  tolerated 
the  gestures  of  the  preacher,  without  under- 
standing his  meaning  or  sharing  in  his  emotions.  We  do 
not  want  their  crude  ideas  of  composition,  their  unformed 
conceptions  of  the  Beautiful,  their  unsystematized  ex- 
periments upon  the  Sublime.  We  scorn  their  velocity  ; 
for  it  is  without  direction :  we  reject  their  decision ;  for  it 
is  without  groimds :  wo  contemn  their  composition ;  for 
it  is  without  materials :  we  reprobate  their  choice  ;  for  it 
is  without  comparison.  Their  duty  is  neither  to  choose, 
nor  compose,  nor  imagine,  nor  experimentalize ;  but  to 
be  humble  and  earnest  in  foUowin^er  the  steps  of  nature, 
and  tracing  the  finger  of  God.  Nothing  is  so  bad  a  symp- 
tom, in  the  work  of  young  artists,  as  too  much  dexterity 
of  handling ;  for  it  is  a  sign  that  they  are  satisfied  with 
14 
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their  work,  and  have  tried  to  do  nothing  more  than  they 
were  able  to  do.  Their  work  should  be  full  of  failures ; 
«2i.  The  duty  ^^r  these  are  the  sigrns  of  eflforts.  They 
i^*'^  aurta-  should  keep  to  quiet  colors  — grays  and 
dcnto.  browns;    and,  making  the  early  works  of 

Turner  their  example,  as  his  latest  are  to  be  their  object  of 
emulation,  should  go  to  nature  in  all  singleness  of  heart, 
and  walk  with  her  laboriously  and  trustingly,  having  no 
other  thoughts  but  how  best  to  penetrate  her  meaning, 
and  remember  her  instruction,  rejecting  notliing,  select- 
ing nothing,  and  scorning  nothing ;  believing  all  things 
to  be  right  and  good,  and  rejoicing  always  in  the  truth. 
Then,  when  their  memories  are  stored,  and  their  imagina- 
tions fed,  and  their  hands  firm,  let  them  take  up  the 
scarlet  and  the  gold,  give  the  reins  to  their  fancy,  and 
show  us  what  their  heads  are  made  of.  We  will  follow 
them  wherever  they  choose  to  lead ;  we  will  check  at  noth- 
ing; they  are  then  our  masters,  and  are  fit  to  be  so. 
They  have  placed  themselves  above  our  criticism,  and  we 
will  listen  to  their  words  in  all  faith  and  humility ;  but 
not  unless  they  themselves  have  before  bowed,  in  the 
same  submission,  to  a  higher  Authority  and  Master. 

Among  our  greater  artists,  the  chief  want,  at  the  pres- 
ent day,  is  that  of  solemnity  and  definite  purpose.  TVe 
§«. Necessity  have  too  much  picture-manufacturing,  too 
SSrt?S7S^J  much  making  up  of  lay  figures  with  a  cer- 
BingieuesB  of  aim.  ^^^^  quantity  of  foliage,  and  a  ceiiiain  quan- 
tity of  sky,  and  a  certain  quantity  of  water, — a  little  bit 
of  all  that  is  pretty,  a  little  sun,  and  a  little  shade, — a 
touch  of  pink,  and  a  touch  of  blue, — a  little  sentiment, 
and  a  little  sublimity,  and  a  little  humor,  and  a  little 
antiquarianism, — all  very  neatly  associated  in  a  very 
charming  picture,  but  not  working  together  for  a  defi- 
nite end.  Or  if  the  aim  be  higher,  as  was  the  case  with 
Barret  and  Varley,  we  are  generally  put  off  with  stale 
repetitions  of  eternal  composition;   a  great  tree,  and 
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some  groats,  and  a  bridge  and  a  lake,  and  the  temple 
at  Tivoli,  etc.  Now  we  should  like  to  see  our  artists 
working*  out,  with  all  exertion  of  their  concentrated 
powers,  such  marked  pieces  of  landscape  character  as 
might  bear  upon  them  the  impression  of  solemn,  earnest, 
and  pervading  thought,  definitely  directed,  and  aided  by 
every  accessory  of  detail,  color,  and  idealized  form,  which 
the  disciplined  feeling,  accumulated  knowledge,  and  un- 
spared  labor  of  the  painter  could  supply.  I  have  alluded, 
in  the  second  preface,  to  the  deficiency  of  our  modem 
artists  in  these  great  points  of  earnestness  and  complete- 
ness ;  and  I  revert  to  it,  in  conclusion,  as  their  paramount 
failing,  and  one  fatal  in  many  ways  to  the  interests  of  art. 
Our  landscapes  are  all  descriptive,  not  reflective,  agree- 
able and  conversational,  but  not  impressive  nor  didactic. 
They  have  no  other  foundation  than 

'*  That  vivacious  veraatilit}'', 
Which  many  people  take  for  want  of  heart 
They  err  ;  'tis  merely  what  is  called  *  mobility  ; ' 
A  thing  of  temperament,  and  not  of  art. 
Though  teeming  so  from  its  supposed  facility, 

•  •*•••• 

This  makes  your  actors,  artints,  and  romancers  ; 
Little  that's  great — but  much  of  what  is  clever." 

Only  it  is  to  bo  observed  that — in  painters — this  vivac- 
ity is  not  always  versatile.  It  is  to  be  wished  that  it 
were,  but  it  is  no  such  easy  matter  to  bo  versatile  in 
painting.  Shallowness  of  thought  insures  not  its  vari- 
ety, nor  rapidity  of  production  its  originality.  Whatever 
may  be  the  case  in  literature,  fjicility  is  in  art  inconsist- 
ent with  invention.  The  artist  wlio  covers  most  canvas 
always  shows,  even  in  the  sum  of  his  works,  the  least  ex- 
penditure of  thought.*    I  have  never  seen  more  than 

*  Of  course  this  assertion  does  not  refer  to  the  differences  in  mode 
of  execution,  which  enable  one  painter  to  work  faster  or  slower  than 
another,  but  only  to  the  exertion  of  mind,  commonly  manifested  by 
the  artist,  according  as  he  is  sparing  or  prodigal  of  production. 
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four  works  of  John  Lewis  on  the  walls  of  the  Water- 
Color  Exhibition;  I  have  counted  forty  from  other 
hands ;  but  have  found  in  the  end  that  the  forty  were  a 
multiplication  of  one,  and  the  four  a  concentration  of 
forty.  And  therefore  I  would  earnestly  plead  with  all 
our  artists,  that  they  should  make  it  a  law  never  to  repeat 
themselves ;  for  he  who  never  repeats  himself  will  not 
produce  an  inordinate  number  of  pictures,  and  he  who 
limits  himself  in  number  ^ves  himself  at  least  the  op- 
portunity of  completion.  Besides,  all  repetition  is  deg- 
radation of  the  art ;  it  reduces  it  from  headwork  to  hand- 
work ;  and  indicates  something  like  a  persuasion  on  the 
part  of  the  artist  that  nature  is  exhaustible  or  art  perfec- 
tible; perhaps,  even,  by  him  exhausted  and  perfected. 
All  copyists  are  contemptible,  but  the  copyist  of  him- 
self the  most  so,  for  he  has  the  worst  original. 

Let  then  every  picture  be  painted  with  earnest  inten- 
tion of  impressing  on  the  spectator  some  elevated  emo- 
tion, and  exhibiting  to  him  some  one  par- 
be  their  general    ticular,  but  cxaltcd,  bcauty.      Let  a  real 

subject  be  carefully  selected,  in  itself  sug- 
gestive of,  and  replete  with,  this  feeling  and  beauty ; 
let  an  effect  of  light  and  color  bo  taken  which  may  har- 
monize with  both ;  and  a  sky,  not  invented,  but  recol- 
lected, (in  fact,  all  so-called  invention  is  in  landscape 
nothing  more  than  api)ropriate  recollection — good  in 
l^roportion  as  it  is  distinct).  Then  let  the  details  of  the 
foreground  be  separately  studied,  especially  those  plants 
which  appear  peculiar  to  the  place :  if  anyone,  however 
unimportant,  occurs  there,  which  occurs  not  elsewhere, 
it  should  occupy  a  prominent  position;  for  the  other 
details,  the  highest  examples  of  the  ideal  forms  *  or  char- 

*  **  Talk  of  improving  nature  when  it  w  nature — Nonsense." — E,  F. 
Rippingille.  I  have  not  yet  spoken  of  the  difference — even  in  what 
we  commonly  call  Nature — between  imperfect  and  ideal  form  :  the 
study  of  this  difficult  question  must,  of  course,  be  deferred  until  we 
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to  be  flckded  br  tlie  viist 


little  as  paaable — iiotlim^.iB 
and  MMigctnt — lomcie 
his  picture  is  thus  pcxiiMtly 
is  all  ite  paitB»  kt  Yam,  dash  as  mnA  of  it  ont 
as  he  lihea;  Atov.  if  he  will,  mist  aioond  it — ilsifawes 

and  coafnaed  fight — ^vhaiever,  in  fad.  im- 
or  Tigoraos  imagiiiatiaii  mav  dictate  or 
ao  laboriously  realised,  will  come 
tiiCT  do  oetnr  with  a  utartlinp  and  impnes- 
tnA,  ^riiidi  die  aneertaintr  in  which  thej  aie 
^ded  win  cnhanee  lather  than  diminish:  andtheimag- 


atimgthcned  lij  diBcipline  and  fed  with  tnith. 
wiD  achiete  tihe  ntmost  of  Croatian  that  is  poasihie  to 


Ae  Batore  of  oar  iiB|«i  ■hwii  of  hfmuaj ;  bat  ti  bolt 
aos  he  ool  of  place  kcrrto  hint  at  thevantof  care  ia  BBABTof  oar 
todfatiagaiik  between  the  real  work  of  Bature  and  the  d»BaKd 
of  Baa's  imierfcresice  vith  her.    Sfaor  of  the  wv>ffb  of  ocr 

m 

rliits  bare  for  their  fcbjects  nothiDr  bet  hacked  asd  hevn 
of  farm-rani  Tert"jLd-:»=,  bnoded  r>-',  an-i  brm^rb.  fn?=a 
their  birth,  by  the  prvrir  a»i  the  pr3ni^r-ii->:k :  a=-i  :be  feeliars  oace 
aocottomed  to  uke  pl<9f:ire  in  nch  a'r*?n: :cs.  cm  so:irtt:Ir  become 
perceptive  of  f->rmA  iralr  iieaL  I  Lit*  j:i«;  saii  5:'>  tli:  yoarr 
paiitf— «  ihooM  r^  to  aarsr?  tru.«tisr!7. — rej«r::r  j  :»:b:::jr.  i= .:  alert- 
ing w*^fc*«r :  so  ib^j  ihoi'A  :  l<ii  ih^r  diis;  be  crintf  ul  :bi: ::  u  aa:- 
aie  to  whom  thtr  ?>— ::a:are  ia  her  '.fVerrr — c-: :  as  stm^t-of-al;- 
work  in  the  ku>l«  of  the  azriciltTirist.  nor  s:i5er:*»i  :=:o  cvxin  dness 
bj  the  landicape  zirleaer.  I:  mo.^  t*  the  piir^,  wild  to!:;:  -a  and  en- 
ergy of  the  cr€a::o:i  TrLirh  ih*T  f-'/.r-sr— n::  nbduei  '^  the  furrow, 
and  cicatrize!  v>  ih*-  j<W\rz — nit  p^rfrua-iei  ir:-^  prrpnerfe*.  oor 
pampered  iav^  •iis-Hiv-*.  I>:  tLen;  ir-  rk  It  :h-e  :.-n>f:::-*ide.  acd  ia 
the  forest  ih^oiri  .  n  ■  -.  tr  p-:r!::iz  lr:<  k*  and  uni^r  "  i.>as:le  shades." 
It  it  Impo&sitl*:  *■'■  eit-r  Lert  :l:o  di*cui*::n  of  wh*:  niia  caa  or  caa- 
not  do,  by  as$'>iinz  niViril  or^rstf^:-::*  :  ::  :*  ia  inrricate  qaesti^a  : 
nor  can  L  wr.hr.'::  iz.r.^:T'':'.:zz  ^L\\  I  sbil]  haTebereifterto  adTance, 
ahow  how  or  tLt  ::  Lirp-r-s  tLit  tie  racehor?«  :*  r  f  :he  artist**  id^ 
of  a  iiorse.  nor  i  j  rlz/r  !-;*:;.•  hi*  i  ZfAl  <  f  a  £ :  wer  :  l:u:  50  it  is.  A*  far 
at  the  paintfcT  is  cr/notn-ri.  rr.-in  i-rTer  touches  iiiturt  but  to  spoil : — 
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The  artist  who  thus  works  will  eoon  find  that  he  can- 
not repeat  himself  if  he  would ;  that  new  fields  of  exer- 
tion, new  Bubjecta  of  contemplation  open  to  him  in 
nature  day  by  day,  and  that,  while  others  lament  the 
weakness  of  their  invention,  he  has  nothing  to  lament  but 
the  shortness  of  life. 

And  now  but  one  word  more,  respecting  the  preat 
artist  whose  works  have  formetl  the  chief  subject  of  this 
%u.  DntT  of  the  treatise.  AH  the  (ffeatcut  qualities  of  those 
^najwi^h^ruBpett  works— all  thftt  is  mental  in  them,  has  not 
Tntner.  ygt  been  BO  much  as  touched  upon     None 

but  their  lightest  and  least  essential  excellences  have 
been  proved,  and,  therefore,  the  enthusiasm  with  which 
I  speak  of  them  must  necessarily  appear  overcharged 
and  absurd.    It  might,  perhaps,  have  been  more  prudent 

he  operates  on  her  as  a  barber  would  on  the  Apollo  ;  and  if  lie  some- 
limes  Increnses  some  particular  power  or  excellence, — strength  or  agil- 
ity in  llie  unnnnl — ^tallness.  or  fruittulness.  or  solidity  in  the  tree, — he 
invariably  loses  that  balane^oC  good  qualities  which  is  the  cliief  sign 
of  perfect  speciBc  form  ;  above  ali,  bo  destroys  the  appearance  of  free 
volition  aadfeiieity,  which,  as  I  shall  show  hereafter,  is  one  of  the  es- 
sential cliarnclers  of  organic  beauty.  Until,  however,  I  can  enter 
Into  the  discussion  of  the  nature  of  beauty,  the  only  advice  I  can 
safely  give  the  young  painter,  is  to  keep  cleai  of  clover-fields  and 
pariis,  and  to  hold  to  the  unpenotraled  forest  and  the  unfurrowed 
hill.  Tliere  he  will  find  Ilint  every  influence  is  noble,  oven  when 
destructive — that  decay  itself  is  Iwautiful, — and  that,  in  the  elaborate 
and  lovely  composition  of  all  things,  if  at  first  sight  it  seems  less  stud- 
ied than  the  works  of  men,  the  appearance  of  Art  Is  only  prevented 
by  the  presence  of  Power. 


WaRDSWDRTB. 
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to  have  withheld  the  full  expression  of  it  till  I  had 
shown  the  full  grounds  for  it;  but  once  written,  such 
expression  must  remain  till  I  have  justified  it.  And, 
indeed,  I  think  there  is  enough,  even  in  the  foregoing 
pages,  to  show  that  these  works  ai*e,  as  far  as  concerns 
the  ordinary  critics  of  the  press,  above  all  animadver- 
sion, and  above  all  praise ;  and  that,  by  the  public,  they 
are  not  to  be  received  as  in  any  way  subjects  or  matters 
of  opinion,  but  of  Faith.  We  are  not  to  approach  them 
to  be  pleased,  but  to  be  taught ;  not  to  form  a  judgment, 
but  to  receive  a  lesson.  Our  periodical  writers,  there- 
fore, may  save  themselves  the  trouble  either  of  blaming 
or  praising:  their  duty  is  not  to  pronounce  opinions 
upon  the  work  of  a  man  who  has  walked  with  nature 
threescore  years;  but  to  impress  upon  the  public  the 
respect  with  which  they  are  to  be  received,  and  to  make 
request  to  him,  on  the  part  of  the  peoi^le  of  England, 
that  he  would  now  touch  no  unimportant  work — that  he 
would  not  spend  time  on  slight  or  smjdl  pictures,  but 
give  to  the  nation  a  series  of  grand,  consistent,  system- 
atic, and  comx^letod  x^oems.  AVe  desire  that  ho  should 
follow  out  his  own  thoughts  and  intents  of  heart,  ^vith- 
out  reference  to  any  human  authority.  But  we  request, 
in  all  humility,  that  those  thoughts  may  be  seriously 
and  loftih'^  given ;  and  that  the  whole  i)ower  of  his  un- 
equalled intellect  may  be  exerted  in  the  production  of 
such  works  as  may  remain  forever  for  the  teaching  of 
the  nations.  In  all  that  he  says,  we  believe ;  in  all  that 
he  does,  we  tnist.*    It  is  therefore  that  we  pray  him  to 

*It  has  been  liintcfl,  in  some  of  the  reviews  of  the  Second  Volume 
of  this  work,  that  the  writer's  respect  for  Turner  has  diminished  since 
the  abore  passage  was  written.  He  would,  indeed,  have  been  deserv- 
ing of  little  attention  if,  with  the  boldness  manifested  on  the  preced- 
ing pages,  he  had  advanced  opinions  based  on  so  shallow  foundation 
as  that  the  course  of  three  vears  could  affect  moditication  of  them, 
lie  was  justified  by  the  sudden  accession  of  power  which  the  great 
artist  exhibited  at  the  period  when  this  volume  was  first  published. 
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utter  nothing  lightly — to  do  nothing  regardl^aaly.  He 
stjm<.l»  upon  an  emineace,  from  which  he  looka  bock  over 
the  universe  of  God,  and  forward  over  the  generutioua 
of  men.  Let  every  work  of  his  hand  be  a  history  of  the 
one,  and  a  lesson  to  the  other.  Let  each  exertion  of  his 
mighty  mind  be  both  hymn  and  prophecy, — adoration 
to  the  Deity,— revelation  to  mankind. 


POSTSCRIPT. 

The  above  passage  was  written  in  the  year  1843 ;  too 
late.  It  is  true  that  soon  after  the  publication  of  this 
work,  the  abuse  of  the  press,  which  ha<l  Ijeeu  directed 
against  Turner  with  unceasing  virulence  during  the  pro- 
duction of  his  noblest  works,  sank  into  timid  animadver- 
sion, or  changed  into  unintelligent  praise ;  but  not  before 
illness,  and,  in  some  degree,  mortification,  had  enfeebled 
the  hand  and  chilled  the  heart  of  the  painter. 

This  year  (1851)  he  has  no  picture  on  the  walls  of  the 
Academy ;  and  the  Thufs  of  May  3d  says, "  We  miss  those 
works  of  INRPIRATION !  " 

We  miss !  ttTio  misses  ^ — The  populace  of  England 
rolls  by  to  weary  itself  in  the  great  bazaar  of  Kensing- 

AS  well  US  by  llio  )nvr  Blandarrt  of  Ujo  crilicism  to  wliioh  lie  wns  sub- 
jected, in  claiming',  with  respect  to  his  then  works,  n  autimiuiiou  nf 
Judgment,  greater  indeed  tban  may  generally  be  accorded  to  even  the 
highest  human  Intellect,  yet  not  greater  than  such  a  master  miglil 
legllimntely  claim  from  such  critics;  and  the  cause  of  the  peculiar 
form  ot  advocacy  into  whicti  the  preceding  chapters  necessarily  fell, 
has  been  already  staled  moro  than  once.  In  the  following  sections  it 
became  necessnry  as  they  Irealed  a  subject  of  intricate  relations,  and 
peculiar  dilBculty.  to  obtain  a  more  general  view  of  the  Ba>pe  and 
opemtinn  of  art,  and  to  avoid  all  conclusions  In  any  wise  referable  to 
the  study  of  particular  painters.  The  reader  will  therefore  find,  not 
tiint  lower  rank  is  attributed  to  Turner,  but  that  lie  is  now  compared 
with  the  greatest  men,  and  occupies  bis  true  position  among  the  most 
□obte  of  all  time. 
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ton,  little  thinting  that  a  day  will  come  when  those 
▼eiled  vestals  and  prancing  amazons,  and  goodly  mer- 
chandise of  precious  stones  and  gold,  will  all  be  forgot- 
ten as  though  they  had  not  been,  but  that  the  light 
which  has  faded  from  the  walls  of  the  Academy  is  one 
which  a  million  of  Koh-i-Noors  could  not  rekindle,  and 
that  the  year  1851  will  in  the  far  future  be  remembered 
less  for  what  it  has  displayed  than  for  what  it  has  with- 
drawn. 

DsNMABX  HHiL,  June,  1861. 


PART  III. 
OF  IDEAS  OF  BEAUTY. 


SECTION  I. 

OP    THE    THEORETIC    FACULTY. 


CHAPTER  L 

OF  THE  RANK  AND  RELATIONS  OF  THE  THEORETIC  FACULTY. 

Although  the  hasty  execntion  and  controversial  tone 
of  the  former  portions  of  this  essay  have  been  subjects 
of  frequent  regret  to  the  writer,  yet  the  one  was  in  some 

measure  excusable  in  a  work  referred  to  a 
care  the  subject  i8    temporary  end,  and  the  other  unavoidable, 

to  be  approached.  i-.i  ..  j-i  .. 

m  one  directed  against  particular  opinions. 
Nor  are  either  of  any  necessary  detriment  to  its  avail- 
ableness  as  a  foundation  for  more  careful  and  extended 
survey,  in  so  far  as  its  province  was  confined  to  the  asser- 
tion of  obvious  and  visible  facts,  the  verification  of  which 
could  in  no  degree  be  dependent  either  on  the  care  with 
which  they  might  be  classed,  or  the  temper  in  which 
they  were  regarded.  Not  so  with  respect  to  the  investi- 
gation now  before  us,  which,  being  not  of  things  out- 
ward, and  sensibly  demonstrable,  but  of  the  value  and 
meaning  of  mental  impressions,  must  be  entered  upon 
with  a  modesty  and  cautiousness  proportioned  to  the 
difficulty  of  determining  the  likeness,  or  community  of 
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such  impressions,  as  they  are  received  by  different  men, 
and  with  seriousness  proportioned  to  the  importance  of 
rightly  regarding  those  faculties  over  which  we  have 
moral  power,  and  therefore  in  relation  to  which  we 
assuredly  incur  a  moral  responsibility.  There  is  not  the 
thing  left  to  the  choice  of  man  to  do  or  not  to  do,  but 
there  is  some  sort  of  degree  of  duty  involved  in  his  de- 
termination ;  and  by  how  much  the  more,  therefore,  our 
subject  becomes  embarrassed  by  the  cross  influences  of 
variously  admitted  passion,  administered  discipline,  or 
encouraged  affection,  upon  the  minds  of  men,  by  so  much 
the  more  it  becomes  matter  of  weight  and  import  to 
observe  by  what  laws  we  should  be  guided,  and  of  what 
responsibilities  regardful,  in  all  that  we  admit,  adminis- 
ter, or  encourage. 

Nor  indeed  have  I  ever,  even  in  the  preceding  sec- 
tions, spoken  with  levity,  though  sometimes  perhaps 
with  rashness.  I  have  never  treated  the 
subject  as  other  than  demanding  heedful  iiaportance  con- 
and  serious  examination,  and  taking  high 
place  among  those  which  justify  as  they  reward  our 
utmost  ardor  jind  earnestness  of  pursuit.  That  it  justifies 
them  must  be  my  present  task  to  i)rove ;  that  it  demands 
tliem  has  never  been  doubted.  Ai^t,  properly  so  called, 
is  no  recreation ;  it  cannot  be  learned  at  spare  moments, 
nor  pursued  when  we  have  nothing  better  to  do.  It  is 
no  handiwork  for  drawing-room  tables ;  no  relief  of  the 
ennui  of  boudoirs ;  it  must  be  understood  and  undertaken 
seriously  or  not  at  all.  To  advance  it  men's  lives  must 
bo  given,  and  to  receive  it  their  hej-irts.  "  Le  i^eintre 
Rubens  's  amuse  ^  etre  ambassadeur,"  said  one  with 
whom,  but  for  his  own  words,  we  might  have  thought 
that  effort  had  been  absorbed  in  power,  and  the  labor  of 
his  art  in  its  felicity. — "E  faticoso  lo  studio  della  pit- 
tm-a,  et  sempre  si  fa  il  mare  mjiggiore,"  said  he,  who  of 
all  men  was  least  likely  to  have  left  us  discouraging 
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report  of  anything  that  majesty  of  intellect  could  grasp, 
or  continuity  of  labor  overcome.*  But  that  this  labor, 
the  necessity  of  which  in  all  ages  has  been  most  frankly 
admitted  by  the  greatest  men,  is  justifiable  in  a  moral 
point  of  view,  that  it  is  not  the  pouring  out  of  men's 
lives  upon  the  groimd,  that  it  has  functions  of  usefulness 
addressed  to  the  weightiest  of  human  interests,  and  that 
the  objects  of  it  have  calls  upon  us  which  it  is  inconsist- 
ent alike  with  our  human  dignity  and  our  heavenward 
duty  to  disobey — has  never  been  boldly  asserted  nor 
fairly  admitted ;  least  of  all  is  it  likely  to  be  so  in  these 
days  of  dispatch  and  display,  where  vanity,  on  the  one 
side,  supplies  the  place  of  that  love  of  art  which  is  the 
only  effective  patronage,  and  on  the  other,  of  the  incor- 
ruptible and  earnest  pride  which  no  applause,  no  repro- 
bation, can  blind  to  its  shortcomings  nor  beguile  of  its 
hope. 

And  yet  it  is  in  the  expectation  of  obtaining  at  least  a 
partial  acknowledgment  of  this,  as  a  truth  influential 
both  of  aim  and  conduct,  that  I  enter  upon  the  second 
division  of  my  subject.  The  time  I  have  already  de- 
voted to  the  task  I  should  have  considered  altogether  in- 
ordinate, and  that  which  I  fear  may  be  yet  required  for 
its  completion  would  have  been  cause  to  me  of  utter  dis- 
couragement, but  that  the  object  I  propose  to  myself  is 
of  no  partial  nor  accidental  importance.  It  is  not  now 
to  distinguish  between  disputed  degrees  of  ability  in  in- 
dividuals, or  agreeableness  in  canvases,  it  is  not  now  to 
expose  the  ignorance  or  defend  the  principles  of  party 
or  person.  It  is  to  summon  the  moral  energies  of  the 
nation  to  a  forgotten  duty,  to  display  the  use,  force,  and 
function  of  a  great  body  of  neglected  sympathies  and 
desires,  and  to  elevate  to  its  healthy  and  beneficial  oper- 
ation that  art  which,  being  altogether  addressed  to  them, 
rises  or  falls  with  their  variableness  of  vigor, — now  lead- 

•  Tinloret  (Ridolfi.  Vita.) 
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ing  them  with  Tyrtaean  fire,  now  singing'  them  to  sleep 
with  baby  murmurings. 

Only  as  I  fear  that  with  many  of  us  the  recommenda- 
tion of  our  own  favorite  pursuits  is  rooted  more  in  con- 
ceit of  ourselves,  than  affection  towards 
others,  so  that  sometimes  m  our  very  fui  force  of  ^  the 
pointing  of  the  way,  we  had  rather  that  "*  "  '^* 
the  intricacy  of  it  shoidd  be  admired  than  unfolded, 
whence  a  natural  distrust  of  such  recommendation  may 
well  have  place  in  the  minds  of  those  wlio  have  not  yet 
perceived  any  value  in  the  thing  praised,  and  because 
also,  men  in  the  present  century  understand  the  word 
Useful  in  a  strange  way,  or  at  least  (for  the  word  has 
been  often  so  accepted  from  the  beginning  of  time)  since 
in  these  days,  they  act  its  more  limited  meaning  farther 
out,  and  give  to  it  more  pnictical  weight  imd  authority, 
it  will  be  well  in  the  outset  that  I  define  exactly  what 
kind  of  utility  I  mean  to  attribute  to  art,  and  especially 
to  that  branch  of  it  which  is  concerned  witli  those  im- 
pressions of  external  beauty  whoso  nature  it  is  our  pres- 
ent object  to  discover. 

That  is  to  everything  created,  pre-eminently  uscjful, 
which  enables  it  rightly  and  fully  to  ptu*fonn  the  func- 
tions appointc;d  to  it  by  its  Creator.    There-    .  ,     ,, 

■■■  *  •        ,  ,  ,  §   4.     Its    prop<T 

fore,  that  wt?  may  determine  what  is  eliiefiy    '**'"^^'- 

useful  to  man,  it  is  neei^ssary  fiist  to  determinti  the  use 

of  man  himself. 

Man's  use  and  function  (and  let  him  who  will  not  grant 
me  this  follow  me  no  farther,  for  this  I  projxise  alwaj-s 
to  assume)  is  to  be  the  witness  of  the  glory  of  God,  and 
to  advance  that  ghny  by  his  reasonable  obedience  and 
resultant  liapi)iness. 

WTiatever  enables  us  to  fulfil  this  function,  is  in  the 
pure  and  first  sense  of  the  word  useful  to  us.  Pre-emi- 
nently therefore  whatever  sets  the  glory  of  God  mon^ 
brightly  before  us.     But  things  that  only  help  us  to  ex- 
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ist,  are  in  a  eecondary  and  meaji  sense,  useful,  or  rather, 
if  they  be  looked  for  alone,  they  are  uselesB  and  worse, 
for  it  would  be  better  that  we  should  not  exist,  than 
that  we  should  guiltily  disappoint  the  purposes  of  exist- 


And  yet  people  speak  in  this  working'  age,  when  they 
speak  from  their  hearts,  as  if  houses,  and  lands,  and 
food,  and  raiment  were  alone  useful,  and 
p^H^ed  Id  itwH  Es  If  sighfc,  thooght,  and  admiratioa,* 
were  all  profitless,  so  that  men  insolently 
call  themselves  Utilitarians,  who  would  turn,  if  they  had 
their  way,  themselves  and  their  race  into  vegetables; 
men  who  think,  as  far  as  such  can  be  said  to  think, 
that  the  meat  is  more  than  the  life,  and  the  raiment  than 
the  body,  who  look  to  the  eai'th  as  a  stable,  and  to  its 
fruit  as  fodder ;  vinedressers  and  husbanilnieu,  who  love 
the  com  they  ffriud,  and  the  grapes  they  cmsh,  better 
than  the  gardens  of  the  angels  upon  the  slopes  of  Eden ; 
hewers  of  wood  and  drawers  of  water,  who  think  that  the 
wood  they  hew  and  the  water  they  draw,  are  better  than 
the  pine-forests  that  cover  the  mountains  like  the  shad- 
ow of  God,  and  than  the  great  rivers  that  move  like  his 
eternity.  And  so  comes  upon  us  that  woe  of  the  preach- 
er, that  though  God  "  hath  made  everything  beautiful  in 
his  time,  also  he  hath  set  the  world  in  their  heart,  so 
that  no  man  can  find  out  the  work  that  God  maketh  from 
the  beginning  to  the  eml" 

This  Nebuchailnezzar  curse,  that  sends  us  to  grass  like 
oxen,  seems  to  follow  but  too  closely  on  the  excess  or 
IB.  The  evil  con-  Continuance  of  national  power  and  peace. 
^^reifv'a^  In  the  peiplexities  of  nations,  in  their 
w?7ii™'»iloii«1  struggles  for  existence,  in  their  infancy, 
i«™«f-  their  impotence,  or  even   their  disorgan- 

ization, they  have  higher  hopes  and  nobler  passions. 
Out  of  the  suffeiing  cornea  the  serious  mind ;  out  of  the 

*  We  live  by  admiration,  liope,  and  love.    (Encuriion,  Book  IV.) 
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salvation,  the  grateful  heart ;  out  of  the  endurance,  the 
fortitude;  out  of  the  deliverance,  the  faith;  but  now 
when  they  have  learned  to  live  under  providence  of  laws, 
and  with  decency  and  justice  of  regard  for  each  other ; 
and  when  they  have  done  away  with  violent  and  extern- 
al sources  of  suflfering,  worse  evils  seem  arising  out  of 
their  rest,  evils  that  vex  less  and  mortify  more,  that  suck 
the  blood  though  they  do  not  shed  it,  and  ossify  the 
heart  though  they  do  not  torture  it.  And  deep  though 
the  causes  of  thankfulness  must  be  to  every  people  at 
peace  with  others  and  at  unity  in  itself,  there  are  causes 
of  fear  also,  a  fear  greater  than  of  sword  and  sedition ; 
that  dependence  on  God  may  be  forgotten  because  the 
bread  is  given  and  the  water  is  sure,  that  gratitude  to 
him  may  cease  because  his  constancy  of  jjrotection  has 
taken  the  semblance  of  a  natural  law,  that  heavenly  hope 
may  grow  faint  amidst  the  full  fruition  of  the  world,  that 
selfishness  may  take  place  of  undcmanded  devotion,  com- 
passion be  lost  in  vain-glory,  and  love  in  dissimulation,* 
that  enervation  may  succeed  to  strength,  apathy  to  pa- 
tience, and  the  noise  of  jesting  words  and  foulness  of 
dark  thoughts,  to  the  earnest  purity  of  the  girded  loins 
and  the  burning  lamp.  About  the  river  of  human  life 
there  is  a  wintry  wind,  though  a  heavenly  sunshine: 
the  iris  colors  its  agitation,  the  frost  fixes  upon  its  re- 
pose. Let  us  l^ewarc  that  our  rest  become  not  the  rest 
of  stones,  whicli  so  long  as  they  are  toiTent-tossed  and 
thuuder-strickon,  maintain  their  majesty,  but  when  the 
stream  is  silent,  and  the  storm  passed,  suffer  the  grass 
to  cover  them  and  tht^  lichen  to  feed  on  them,  and  are 
plouglied  down  into  dust. 

And  thougli  I  believe  that  we  have  salt  enough  of 
ardent  and  holy  mind  amongst  us  to  keep  us  in  some 
measure  from  this  moral  decay,  yet  the  g  7.  how  to  be 
signs  of  it  must  be  watched  with  anxiety,    *^*'*"*®^- 

*  Koni.  xii.  9 
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in  all  matter  however  trivial,  in  all  directions  however 

distant.  And  at  tliie  time,  when  the  iron  roads  are  tear- 
ing up  the  surface  of  Europe,  as  grape-shot  do  the  sea, 
when  their  great  sagene  is  drawing  and  twitching  the 
ancient  frame  and  strength  of  England  together,  con- 
tracting all  its  various  life,  its  rocky  ai-ma  and  raral 
heart,  into  a  narrow,  finite,  calculating  metropolis  of 
manufactures,  when  there  is  not  a  monument  through- 
out the  cities  of  Europe,  that  speaks  of  old  years  and 
mighty  peojile,  but  it  is  being  swept  away  to  build  caf^s 
and  gaming-houses ;  *  when  the  honor  of  God  is  thought 

'TbeexUitit  of  ravi^  among  works  of  art,  or  of  hlatortcul  Interest, 
coDtiuually  ctmimitting  throughout  the  couliaeot  mii)-,  perhaps,  be  in 
some  mcaBure  estimated  from  the  followiog  faets,  !o  which  the  ex- 
perience of  every  traveller  may  add  indefinitely  : 

At  Beauvola — The  magnffleent  old  housea  supported  on  columns  of 
norkniaoBhip  (so  far  as  I  recollect)  unique  in  tlie  north  of  France,  at 
the  corner  of  the  market-place,  have  recently  been  lieslroytd  for  the 
enlarging  of  some  iniatnongery  and  grocery  warehouses.  The  nrcli 
across  Ihe  street  leading  to  the  cathedral  haa  heen  destroyed  also,  for 
wbat  purpose,  I  know  nut. 

At  Rouen — The  lust  of  Ibe  characteristic  houses  on  the  quay  Is  now 
disappearing.  When  I  was  last  there,  I  witnessed  the  dealruclion  of 
the  noble  gothic  portal  of  the  church  of  SL  Nicholas,  whose  position 
interfered  with  the  courtynrd  of  an  liolcl ;  the  greater  part  of  the 
ancient  churches  are  uaed  as  smithies,  or  warehouses  for  good&  So 
alsoatTours  (St.  Julien).  One  of  the  most  interesting  and  superb 
pieces  of  middle-age  domestic  archiieciure  In  Europe,  opposite  the  west 
front  of  llie  catliedral.  is  occupied  as  a  cnf^,  and  its  lower  slory  con- 
cealed by  painted  walnscolings  ;  representiug,  if  I  recollect  right, 
twopenny  rolls  surrounded  by  circles  of  admiring  cherubs. 

At  Geneva— The  wooden  projections  or  loggias  which  were  once 
the  characteristic  feature  ot  the  city,  have  been  entirely  removed 
within  the  Inst  ten  years. 

At  Pisa — The  old  Baptistery  is  at  this  present  time  In  process  of  be- 
ing "  restored,"  that  is,  dashed  to  pieces,  and  common  stone  palmed 
hiack  and  vamlBhed.  substituted  for  its  black  marble.  In  the  Cnmpo 
Santo,  the  invaluable  frescoes,  which  might  be  protected  by  merely 
glazing  the  nrcades,  are  left  exposed  to  wind  and  weatlicr.  While  I 
was  there  last  year  I  saw  a  monument  put  up  against  tlie  lower  part 
of  the  wall,  to  some  private  person  ;  the  bricklayers  knocked  out  a 
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to  oonsist  in  the  poverty  of  his  temple,  and  the  oolnnm 
IB  shortened,  and  the  pinnacle  shattered,  the  color  denied 
to  the  casement,  and  the  marble  to  the  altar,  while  ex- 
chequers are  exhausted  in  Inxmy  of  bondoirs,  and  pride 
of  reception-rooms ;  when  we  ravage  without  a  pause 
all  the  loveliness  of  creation  which  Gtod  in  giving  pro- 
nounced good,  and  destroy  without  a  thought  all  those 
labors  which  men  have  given  their  lives,  and  their  sons' 
sons'  lives  to  complete,  and  have  left  for  a  legacy  to 
all  their  kind,  a  legacy  of  more  than  their  hearts'  blood, 
for  it  is  of  their  souls'  travail,  there  is  need,  bitter  need, 
to  faring  back,  if  we  may,  into  men's  minds,  that  to  live 
is  nothing,  unless  to  live  be  to  know  Him  by  whom  we 

large  space  of  the  lower  brickwork,  with  what  beneficial  effect  to  the 
looM  and  blistered  stucco  on  which  the  frescoes  are  painted  above,  I 
lesTe  the  reader  to  imagine ;  inserted  the  tablet,  and  then  plastered 
over  the  marks  of  the  insertion,  destroying  a  portion  of  the  border  of 
one  of  the  paintings.  The  greater  part  of  Giotto's  *'  Satan  before 
God,"  has  been  destroyed  by  the  recent  insertion  of  one  of  the  beams 
of  the  roof. 

The  tomb  of  Antonio  Puccinello,  which  was  the  last  actually  put  up 
against  the  frescoes,  and  which  destroyed  the  terminal  subject  of  the 
Giotto  series,  bears  date  1808. 

It  has  been  proposed  (or  at  least  it  is  so  reported)  that  the  church  of 
La  Spina  should  be  destroyed  in  order  to  widen  the  quay. 

At  Florence — One  of  the  most  important  and  characteristic  streets, 
that  in  which  stands  the  church  of  Or  San  Michele,  has  been  within 
the  last  five  years  entirely  destroyed  and  rebuilt  in  the  French  style  ; 
consisting  now  almost  exclusively  of  shops  of  bijouterie  and  par- 
f nmerie.  Owing  to  this  direction  of  public  funds,  the  fronts  of  the 
Duomo,  Santa  Croce,  St.  Lorenzo,  and  half  the  others  in  Florence 
remain  in  their  original  bricks. 

The  old  refectory  of  Santa  Croce,  containing  an  invaluable  Cena- 
colo,  if  not  by  Giotto,  at  least  one  of  the  finest  works  of  his  school,  is 
used  as  a  carpet  manufactory.  In  order  to  see  the  fresco,  I  had  to  get 
on  the  top  of  a  loom.  The  eenacolo  (of  Raffaelle  ?)  recently  discovered, 
I  saw  when  the  refectory  it  adorns  was  used  as  a  coach-house.  The 
fresco,  which  gave  Raffaelle  the  idea  of  the  Christ  of  the  Transfigu- 
ration, is  in  an  old  wood  shed  at  San  Miniato,  concealed  behind  a 
heap  of  fagots.  In  June,  last  year,  I  saw  Gtotile  de  Fabriano's  pict- 
15 
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live,  and  that  he  is  not  to  be  known  by  marring  hie  fair 
works,  and  blotting  out  the  evidence  of  his  influences 
upon  his  creatures,  not  amid  the  huiTy  of  crowds  and 
crush  of  innovation,  but  in  soUtai-y  places,  and  out  of  the 
glowing  intelligences  which  he  gave  to  men  of  old.  He 
did  not  teach  them  how  to  biiild  for  glorj-  and  for  beauty, 
he  did  not  give  them  the  feai'less,  faithful,  inherited 
energies  that  worked  on  and  down  fi'om  death  to  death, 
generation  after  generation,  that  we,  foul  and  sensual  as 
we  are,  might  give  the  carved  work  of  their  poured-out 
spirit  to  the  axe  and  th«  hammer ;  he  has  not  cloven  the 
eai-th  with  rivers,  that  their  white  wild  waves  might 

ure  of  tbe  Adoration  of  ihe  Miigi,  belonging  to  llie  Acadatiiy  of  Flor- 
ence, put  face  uproosl  In  a  sliower  of  rain  tn  hd  open  cart :  oh  my 
fiuggcsting  [lie  possibility  of  tiie  rain  hurling  it,  nn  iiltl  piLt'c  of  mat- 
ting was  thrown  over  its  fsce,  and  it  wus  wheeleU  nway  "  peressere 
pulitu."  What  fate  this  signifled,  is  best  to  be  iliecovered  from  Ihe 
large  Pernglno  in  the  Academy  ;  wbosedivinedistanllaudscnpcianow 
almost  concealed  by  the  mass  of  French  ullmmiLrlne,  painted  oveT  it 
apparently  with  a  eumtnun  house  bruah,  by  the  picture  cleimcr. 

Not  to  detain  the  reader  by  going  through  the  cities  uf  Iluly,  I  will 
only  further  mention,  that  at  Padua,  the  rain  beats  through  the  west 
window  of  the  Arena  chapel,  and  runs  down  ocer  the  frescoes.  That 
at  Venice,  in  Seplembor  luai,  I  saw  three  buckets  set  in  the  scuoU  di 
SuD  Itocco  to  catch  the  rain  widch  came  Ihrough  the  cantatea  of  Tin- 
t'lret  on  tbe  roof  ;  and  that  while  tbe  old  works  of  art  are  left  thus 
unprotected,  the  palaces  are  being  restored  in  the  following  modes. 
Tiic  English  residea Is  knock  out  bow  windows  to  see  up  and  down  the 
cauaL  The  Ilaiians  paint  all  the  marble  while  or  cream  color,  stucco 
tlie  fronts,  and  paint  tbum  in  blue  and  white  stripes  to  imitate  alabas- 
ler.  (This  baa  been  done  with  Danieli's  bold,  with  the  north  angle 
of  the  church  of  St.  Mark,  Iherc  replacing  the  real  alabasters  which 
iinve  been  torn  down,  wiih  a  noble  old  Mouse  in  St.  Mark's  jiluce,  and 
wilh  several  in  the  narrow  canals.)  The  marbles  of  Bt.  Mwrk's.  and 
curvings,  are  VnAag  teraped  down  to  make  them  look  bright — tbe  lower 
arcade  of  the  Doge's  palace  is  white  was  lied— tile  enlrnnci;  porch  is 
being  restored — the  operation  having  already  proceeded  so  far  as  the 
knocking  off  of  tbe  benris  of  the  old  statues— an  iron  railing  painted 
black  and  yellow  has  been  put  round  the  court.  Faded  tapeslries,  and 
lottery  tickets  (the  latter  for  the  benefit  of  charitable  institutions)  ore 
exposed  fur  sole  In  the  council  chambers. 
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turn  wheels  and  push  paddles,  nor  turned  it  up  under 
as  it  were  fire,  that  it  mi^ht  heat  wells  and  cure  dis- 
eases; he  bringrs  not  up  his  quails  by  the  east  wind, 
only  to  let  them  fall  in  flesh  about  the  canii)  of  men : 
he  has  not  heaped  the  rocks  of  the  mountain  only  for 
the  quarry,  nor  clothed  the  grass  of  the  field  only  for  the 
oven. 

All  science  and  all  art  may  be  divided  into  that  which 
is  subservient  to  life,  and  which  is  the  object  of  it.  As 
subservient  to  life,  or  practical,  their  re-  §8.  Division  of  the 
suits  are,  in  the  common  sense  of  the  word,  PX^'tyi-rvil^t 
useful.  As  the  object  of  life  or  theoretic,  "^^  ^^»^^^"^*- 
they  are,  in  the  common  sense,  useless;  and  yet  the  step 
between  practical  and  theoretic  science  is  the  step  be- 
tween the  miner  and  the  geologrist,  the  apothecan-  and 
the  chemist ;  and  the  step  between  practical  and  theoretic 
art  is  that  between  the  bricklayer  and  the  architect,  be- 
tween the  plumber  and  the  artist,  and  this  is  a  step 
allowed  on  all  hands  to  be  from  less  to  greater ;  so  that 
the  so-called  useless  part  of  each  profession  does  by  the 
authoritative  and  riglit  instinct  of  mankind  assume  the 
superior  and  more  noble  place,  even  though  books  be 
sometimes  written,  and  that  bv  writers  of  no  ordinarv 
mind,  which  jissunK^  that  a  cli(»mist  is  rewarded  for  the 
years  of  toil  wliich  havo  traced  tlu;  givater  part  of  the 
combinations  of  matter  to  their  ultimate  atoms,  by  dis- 
covering a  clieap  way  of  refining  sugar,  and  date  the 
eminence  of  the  jihilosopher,  whose  life  has  been  spent 
in  the  investigation  of  the  laws  of  light,  from  the  time 
of  his  inventing  an  ini[)rovement  in  spectac^lcs. 

But  the  common  cons(?nt  of  men  provt»s  and  accepts 
the  proposition,  that  whatever  part  of  any  inirsuit  min- 
isters to  tlie  bodily  comforts,  and  admits  of  material  uses, 
is  ignoble,  and  wliatsoi'vcT  part  is  adtb'essed  to  the  mind 
only,  is  noble:  and  that  geology  does  Ix^tter  in  reclothing 
dry  bones  and  revealing  lost  creations,  than  in  tracing 
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veine  of  lead  and  beds  of  iron ;  astronomy  better  ill  open- 
ing' to  lis  the  liouses  of  lieaven  than  in  teaching  naviga- 
tion ;  botany  better  in.  displaying  eti-ucture  than  in  ex- 
pressing juices;  surgery  better  in  investigating  organiza- 
tion than  in  setting  limbs  ■,  only  it  is  ordained  that,  for  our 
oncouragement,  every  step  we  make  in  the  more  exalted 
range  of  science  adds  something  also  to  its  practical  ap- 
plicabilities ;  that  all  the  great  phenomena  of  nature,  the 
knowledge  of  which  is  desired  by  the  angels  only,  by  us 
partly,  as  it  reveals  to  farther  vision  the  being  and  the 
glory  of  Him  in  whom  they  rejoice  and  we  live,  dispense 
yet  such  kind  influences  and  so  much  of  material  blessing 
as  to  be  joyfully  felt  by  all  inferior  creatures,  and  to  be 
desired  by  them  with  such  single  desire  as  the  imperfec- 
tion of  their  nature  may  admit ;  *  that  the  strong  torrents 
which,  in  their  own  gladness  fill  the  hills  with  hollow 
thunder  and  the  vales  with  winding  light,  have  yet  their 
bounden  charge  of  field  to  feed  and  barge  to  bear ;  that 
the  fierce  flames  to  wliich  the  Alp  owes  its  upheaval  and 
the  volcano  its  terror,  temper  for  us  the  metal  vein  and 
quickening  spring;  and  that  for  our  incitement,  I  say 
not  our  reward,  for  knowledge  is  its  own  reward,  herbs 
have  their  healing,  stones  their  preciousuess,  and  stars 
their  times. 

It  would  appear,  therefore,  that  those  pursuits  which 
are  altogether  theoretic,  whose  results  are  desirable  or 
it.  Their  reu-  admirable  in  themselves  and  for  their  own 
tire  liignLtits.  Bake,  and  in  which  no  farther  end  to  which 
their  praductions  or  discoveries  are  referred,  can  inter- 
rupt the  contemplation  of  things  as  they  are,  by  the 
I  JO.  How  re.  eudeavor  to  discover  of  what  selfish  uses 
nJ^  iitiuus^cS  they  are  capable  (and  of  this  order  are 
l^d^TmaCTllTci™  painting  and  sculpture),  ought  to  take  rank 
fecuitto.  above  all  pursuits  which   have  any  taint 

in  them  of  subserviency  to  life,  in  so  fai-  as  all  such  ten- 
*  Hooker,  Ecc:L  PoL  Book  L  chap.  iL  g  S. 
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dency  is  the  eign  of  le83  eternal  and  less  holy  hinctiou.* 
And  such  rank  these  two  sublinit'  arta  would  indeed  as- 
sume in  the  miuds  of  nations,  aud  become  objects  of 
corresponding  efforts,  but  for  two  fatal  and  widespread 
errors  respecting  the  great  faculties  of  mind  concerned 
in  them. 

The  first  of  these,  or  the  theoretic  faculty,  ia  concerned 
with  the  moral  perception  and  appreciation  of  ideas  of 
beauty.  And  the  error  respecting  it  is  the  considering 
and  calling  it  reathetic,  degrading  it  to  a  mere  operation 
of  sense,  or  perhaps  worse,  of  custom,  so  that  the  arts 
which  appeal  to  it  sink  into  a  mere  amusement,  ministers 
to  morbid  sensibilities,  ticklers  and  fanners  of  the  soul's 
sleep. 

The  second  great  facility  is  the  imaginative,  which  the 
mind  exercises  in  a  certain  mode  of  regartling  or  combin- 
ing the  ideas  it  has  received  from  external  nature,  and 
the  operations  of  which  become  iu  their  turn  objects  of 
the  theoretic  faciUty  to  other  minds. 

And  the  error  respecting  this  faculty  is,  that  its  func- 
tion is  one  of  falsehood,  that  its  operation  is  to  exhibit 
things  as  they  are  not,  and  that  in  so  doing  it  mends  the 
works  of  GocL 

Now,  Eis  these  are  the  two  faculties  to  which  I  shall 
have  occasion  constantly  to  refer  during  that  examina- 
tion of  the  ideas  of  beauty  aud  relation  on  which  we  are 

*  I  do  not  assert  tlint  Ibe  accideutal  utility  of  a  tljeortLic  pursuit,  as 
of  botany  for  Instance,  in  &aj  viay  degrndes  it,  Uiougb  it  canuot  be 
coniidered  as  elcvnting  H.  But  essential  utility,  a  purpose  to  which 
the  pursuit  is  in  some  measure  referred,  as  in  architecture,  invariably 
degrades,  because  then  the  theoretic  part  of  the  art  is  compnratively 
lost  sight  of :  nnd  thus  nrchiteelure  takes  a  level  below  that  of  sculpt- 
ure or  pniuting,  even  nheu  the  powers  of  miod  developed  in  it  are 
of  the  same  hl^h  order. 

When  we  pronounce  the  name  of  Giotto,  our  venerant  thoughts  are 
at  Assiai  and  Padua.  Iiefore  they  cUmb  the  Campanile  of  Santit  Maria 
del  Fiore.  Aud  he  who  would  raise  the  ghost  of  Michael  Angelo, 
roust  haunt  the  Blstiue  and  St.  Lorenzo,  Dot 
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now  entering,  because  it  is  only  as  received  and  treated 
by  these,  that  those  ideas  become  exalted  and  profitable, 
it  becomes  necessary  for  me,  in  the  out- 

,.  -I'j^-i*  jj/?         ii-        811.    Objectof 

set,  to  explain  tneir  power  and  denne  tneir    the  preeeot  eec- 
sphere,  and  to  vindicate,  in   the  system 
of  our  nature,  their  true  place  for  the  intellectual  lens 
and  moral  retina  by  which  and  on  which  our  informing 
thoughts  are  concentrated  and  represented. 


CHAPTEE  n. 

OP  THE  THEORETIO  FACULTY  AS  CONCERNED  YTITH  PLEAS- 

UBES  OF  SENSE. 

I  PROCEED  therefore  first,  to  examine  the  nature  of  what 
I  have  called  the  Theoretic  faculty,  and  to  justify  my 
substitution  of  the  term  "  theoretic  "  for  Aesthetic,  which 
is  the  one  commonly  employed  with  refer-    .      «   ,    ^ 

•^  ^     '^  II.    Explanation 

ence  to  it.  ^  t^e  term  "the- 

Now  the  term  "  sesthesis  "  properly  sig- 
nifies mere  sensual  perception  of  the  outward  qualities 
and  necessary  effects  of  bodies,  in  which  sense  only,  if  we 
would  arrive  at  any  accurate  conclusions  on  this  difficult 
subject,  it  should  always  be  used.  But  I  wholly  deny 
that  the  impressions  of  beauty  are  in  any  way  sensual, — 
they  are  neither  sensual  nor  intellectual,  but  moral,  and 
for  the  faculty  receiving"  them,  whose  difference  from 
mere  perception  I  shall  immediately  endeavor  to  explain, 
no  term  can  be  more  accurate  or  convenient  than  that 
employed  by  the  Greeks,  "  theoretic,"  whi(;h  I  pray  per- 
mission, therefore,  always  to  use,  and  to  call  the  opera- 
tion of  the  faculty  itself,  Theoria. 

Let  us  begin  at  the  lowest  point,  and  observe,  first, 
what  differences  of  dignity  may  exist  between  different 
kinds  of  aesthetic  or  sensual  pleasure,  prop-    g  g.  of  the  dif- 

prlv  so  Cftllpd  ferencen  of  rank 

eny  »u  ciiiieu.  j^    pleasures    of 

Now  it  is  evident  that  the  being  common    '^^^• 
to  brutes,  or  peculiar  to  man,  can  alone  be  no  rational 
test  of  inferiority,  or  dignity  in  pleasures.     We  must  not 
assume  that  man  is  the  nobler  animal,  and  then  deduce 
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the  nobleness  of  his  delights ;  but  we  mast  prove  the 
uobluiiesH  of  the  delig'hts,  and  thence  the  nobleness  of 
the  animal.  The  dignity  of  affection  is  no  way  les. 
flened  because  a  large  measure  of  it  may  be  found  in  lower 
animals,  neither  is  the  vileness  of  gluttony  and  luat 
abated  because  they  are  common  to  men.  It  is  clear, 
therefore,  that  there  is  a  standard  of  dignity  in  the  pleas- 
ures and  passions  themselves,  by  which  we  also  class  the 
creatures  capable  of,  or  suffering  them. 

The  first  great  distinction,  we  observe,  is  that  noted  of 
Aristotle,  that  men  are  called  temperate  and  intemperate 
with  regard  to  some,  and  not  so  with  re- 


to  which  they  ai-e  so  called,  are,  by 
consent,  held  to  be  the  rileat.  But  Ai-istotle,  though  ex- 
quisitely subtle  in  his  notation  of  facts,  does  not  fre- 
quently give  us  satisfactory  account  of,  or  reason  for 
them.  Content  with  stating  the  fact  of  these  pleasures  be- 
ing held  the  lowest,  he  shows  not  why  this  estimation  of 
them  is  just,  and  coufuses  the  reader  by  observing  cas- 
ually  respecting  the  higher  pleasures,  what  is  indeed  true, 
but  appears  at  first  opposed  to  his  own  position,  namely, 
that  "men  may  be  conceived,  as  also  in  these  taking 
pleasure,  either  rightly,  or  moi-e  or  leas  than  is  right."  * 
Which  being  so,  and  evident  capability  of  escoaa  or  de- 
fect existing  in  pleasures  of  this  higher  order,  we  ought 
to  have  been  told  how  it  happens  that  men  are  not  called 
intemperate  when  they  indulge  in  excess  of  tliis  kind, 
and  what  is  that  difference  in  the  nature  of  the  pleasure 
which  diminishes  the  criminality  of  its  excess.  This  let 
us  attempt  to  ascertain. 

Men  are  held  intemperate  (dicdAooroi)  only  when  their 
desires  overcome  or  prevent  the  action  of  their  reason, 
and  they  are  indeed  intemperate  in  the  exact  degree  iu 
which  such  prevention  or  interference  takes  place,  and 
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so  axe  actually  dvoAiurrw,  in  many  instances,  and  with 
rfspect  to  mauy  resolves,  which  lower  not  the  woiltl'a  es- 
timation of  their  temperance.  For  so  long 
as  it  can  be  supposed  that  the  reason  has  lUe  lenn  -inwin- 
acted  imperfectly  owing  to  its  own  iuiper-  ^"'^■ 
fectioD,  or  to  the  imiierfectiou  of  the  premises  submitted 
to  it,  (as  wheu  men  give  an  inordinate  preference  to  their 
own  pursuits,  because  they  cajmat,  in  the  uatui'e  of  things, 
have  sufficiently  experienced  the  goodness  and  benefit  of 
others,)  and  so  long  as  it  may  be  presumed  that  men 
have  referred  to  reason  in  what  they  do,  and  have  not 
suffered  its  orders  to  be  disobeyed  through  mere  impulse 
and  desire,  (though  those  ordora  may  be  full  of  error  ow- 
ing to  the  reason's  own  feebleness,)  so  long  men  are  not 
held  intemperate.  But  wheu  it  is  palpably  evident  that 
the  reason  cannot  have  erred  but  that  its  voice  haa  been 
deadened  or  ilisobeyed,  and  that  the  reasonable  creature 
has  been  dragged  dead  round  the  walls  of  his  own  citadel 
by  mere  passion  and  impulse, — ^then,  aud  then  only,  men 
are  of  all  held  intempenite.  And  thiii  is  evidently  the 
case  with  respect  to  inordinate  indulgence  in  pleasures 
of  touch  and  taste,  for  these,  being  destructive  in  their 
continuance  not  only  of  all  other  pleasui-es,  but  of  the 
very  sensibilities  by  which  they  themselves  are  received, 
and  aa  this  penalty  is  actually  known  aud  experienced  by 
those  indulging  in  them,  so  that  the  reason  cannot  but 
pronounce  right  respecting  their  perilousuess,  there  is 
no  palliation  of  the  wrong  choice ;  and  the  man,  as  utterly 
incapable  of  will,*  is  called  intemperate,  or  oKokaimyi. 

It  would  be  well  if  the  reader  would  for  himself  follow 
uut  this  subject,  which  it  would  be  irrelevant  here  to  pur- 
sue farther,  observing  how  a  certain  degree  of  intemper- 
ance is  suspected  and  attributed  to  men  with  respect  to 
higher  impulses;  as,  for  instance,  in  the  case  of  anger, 
or  any  other  passion  criminally  indulged,  and  yet  is  not 
•  Comp.  HiMber,  EccL  Pol.  Book  I.  cUap.  8. 
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so  attributed,  as  in  the  case  of  sensaal  pleasures ;  becanae 
in  ftng:er  the  reason  is  supposed  not  to  have  had  time  to 
operate,  and  to  be  itself  affected  by  the  iiresence  of  the 
passion,  which  seizes  the  man  involuntarily  and  before 
he  is  aware ;  whereas,  in  the  case  of  the  seuaual  pleas- 
ures, the  act  ia  deliberate,  and  determined  on  beforehand, 
in  direct  defiance  of  reason.  Nevertheless,  if  no  precau- 
tion be  taken  against  immoderate  anger,  and  the  pas- 
sions gain  upon  the  man,  so  as  to  be  evidently  wilful 
and  unrestrained,  and  atlmitted  contrary  to  all  reason,  we 
begin  to  look  upon  him  as,  in  the  real  sense  of  the  word, 
intemperate,  or  anoXcurriw,  and  assign  to  him,  in  conse- 
qnence,  bis  place  among  the  beasts,  as  definitely  as  if  he 
had  yielded  to  the  pleasurable  temptations  of  touch  or 
taste. 

We  see,  then,  that  tho  primal  ground  of  inferiority  in 

these  pleasures  is  that  which  proves  their  indulgence  to 

be  contrary  to  reason;   namely,  their  de- 

JS.     Gronnaa   of.         ,.  ■*  ,  ,,•"  ,.,. 

fnitrtortty  In  ihn    structiveuess  upon  prolongation,  and  their 
are^uh^iH ut  In-    incapability  of  co-esisting continually  with 
'^  other  delights  or  perfections  of  the  system. 

And  this  incapability  of  continuance  directs  us  to  the 
second  cause  of  their  inferiority ;  namely,  that  they  are 
given  to  us  as  subservient  to  life,  aa  instruments  of  our 
preservation — compelling  us  to  seek  the  things  necessary 
to  our  being,  and  that,  therefore,  when  this  their  ftmction 
is  fully  performed,  they  ought  to  have  an  end;  and  can 
be  only  artificially,  and  under  high  penalty,  prolonged. 
But  the  pleasures  of  sight  and  hearing  ai-e  given  as  gifts. 
They  answer  not  any  purposes  of  mere  existence,  for  the 
distinction  of  all  that  is  useful  or  dangerous  to  us  might  be 
made,  and  often  is  made,  by  the  eye,  without  its  receiving 
the  slightest  pleasure  of  sight.  We  might  have  learned 
to  distinguish  fruits  and  grain  from  flowers,  without 
ha\"ing  any  superior  pleasure  in  the  aspect  of  the  Utter. 
And  the  ear   might   have  learned   to   distinguiiih  the 
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goimda  that  communicate  ideas,  or  to  recognize  intima- 
tious  of  elemeutal  clangt-r  without  perceiving  either  mu- 
sic in  the  voice,  or  majesty  in  the  thunder.  And  as  these 
pleasures  }iave  no  function  to  perform,  so  there  is  uo 
limit  to  their  continuance  in  the  ajjcomplishment  of  their 
end,  for  they  are  an  end  in  themselves,  and  so  may  be 
perpetual  with  all  of  us  —  being  in  no  way  destructive, 
but  rather  increasing  in  exquisiteness  by  repetition. 

Herein,  then,  we  find  very  sufficient  ground  for  the 
higher  estimation  of  those  delights,  first,  in  their  being 
eternal  and  inexhaustible,  and  Becondly,  in  ^^  Buden ce  ot 
their  being  evidently  no  means  or  instru-  '"'^^'^^ijj 
ment  of  life,  but  an  object  of  life.  Now  in  "">  i^BrinB- 
whatever  is  an  object  of  life,  in  whatever  may  be  infinite- 
ly and  for  itself  desired,  we  may  be  sure  there  is  some- 
thing of  divine,  for  God  will  not  make  anything  an  object 
of  life  to  bis  creatures  which  does  not  point  to,  or  par- 
take of.  Himself.  And  so,  though  we  were  to  regard  the 
pleasures  of  sight  merely  as  the  highest  of  sensual  pleas 
ures,  and  though  they  were  of  rare  occurrence,  and.  when 
occurring,  isolated  and  imperfect,  there  would  still  be  a 
supernatural  character  about  them,  owing  to  their  per- 
manence and  self-sufficiency,  where  no  other  sensual 
pleasures  are  permanent  or  self-sufficient.  But  when, 
instead  of  being  scattered,  interrupted,  or  chance-dis- 
tributed, they  are  gathered  together,  and  so  arranged  to 
enhance  each  other  as  by  chance  they  could  not  be,  there 
is  caused  by  them  not  only  a  feeling  of  strong  affection 
towards  the  object  in  which  they  exist,  but  a  perception 
of  purpose  and  adaptation  of  it  to  our  desires ;  a  per- 
ception, therefore,  of  the  immediate  operation  of  the 
Intelligence  which  so  formed  us,  and  so  feeds  us. 

I    Out  of  which  perception  arise  joy,  admiration,  and 
gratitude. 
Now  the  mere  animal  consciousness  of  the  pleasant- 
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gratefnl  perception  of  it  I  call  theoria.  For  this,  and 
this  only,  is  the  full  comprehension  and  contemplation 
of  the  beautiful  as  a  gift  of  God,  a  gift  not  nectissary  to 
our  being,  but  added  to,  and  elevating  it,  and  twofold, 
first  of  the  desire,  and  secondly  of  the  thing  desired. 

And  that  this  joyfuluess  and  reverence  are  a  necessary 
part  of  theoretic  pleasure  is  very  evident  when  we  con- 
t  J.  How  the  sider  that,  by  the  presence  of  these  feel- 
m«b«eE™Sdin  inffs,  even  the  lower  and  more  sensual 
*"  pleasures    may    be     rendered     theoi'etic. 

Thus  Aristotle  has  subtly  noted,  that  "  we  call  not  men 
intemperate  so  much  with  respect  to  the  scents  of  roses 
or  herb-perfumes  as  of  ointments  and  of  condiments," 
(though  the  reason  that  he  gives  for  this  be  futile 
enough.)  For  the  fact  is,  that  of  scents  artificially  pre- 
pared the  extreme  desire  is  intemperance,  but  of  natural 
and  God-given  scents,  which  take  their  part  in  the  har- 
mony and  pleasantness  of  creation,  there  can  hardly  be 
intemperance;  not  that  there  is  any  absolute  difference 
botween  the  two  kiiids,  but  that  these  aro  likely  to  be 
received  with  gratitude  and  joyfulness  rather  than  those, 
so  that  we  despise  the  seeking  of  essences  and  unguents, 
but  not  the  sowing  of  violets  along  our  garden  banks. 
But  all  things  may  be  elevated  by  affection,  as  the 
spikenard  of  Mary,  and  in  the  Song  of  Solomon,  the 
myrrh  upon  the  handles  of  the  lock,  and  that  of  Isaac 
eoncoming  his  son.  And  the  general  law  for  all  these 
pleasures  is,  that  when  sought  in  the  abstract  and  ar- 
dently, they  are  foul  things,  but  when  received  with 
thankfulness  and  with  reference  to  God's  glory,  they  be- 
come theoretic :  and  so  I  can  find  something  divine  in 
the  sweetness  of  wild  fruits,  as  well  as  in  the  pleasant- 
ness of  the  pure  air,  and  the  tenderness  of  its  natural 
pei-fumes  that  come  and  go  as  they  list. 

It  will  be  understood  why  I  formerly  said  in  the  chap- 
ter respecting  ideas  of  beauty,  that  those  ideas  were  the 
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sabject  of  moral  and  not  of  intellectual,  nor  altogether 
of  sensual  peroeption ;  and  why  I  spoke  of  the  pleasures 
connected  with  them  as  derived  from  "  those 
material  sources  which  are  amenable  to  beiiuiy  bo»  eiBen- 
our  moral  nature  in  its  purity  and  per- 
fection." For,  as  it  is  ueeessary  to  the  existence  of  an 
idea  of  beauty,  that  the  sensual  pleiisure  which  may  be 
its  baj^is,  shonld  be  accompanied  first  with  joy,  then 
with  love  of  the  object,  then  with  the  perception  of  kind- 
ness in  a  superior  Intelligence,  finally  with  thankfulness 
and  veneration  towards  that  Intelligence  itself,  and  aa 
no  idea  can  be  at  all  considered  as  in  any  way  an  idea  of 
beauty,  until  it  be  made  up  of  these  emotions,  any  more 
than  we  can  be  said  to  have  an  idea  of  a  letter  of  which 
we  perceive  the  perfume  and  the  fair  writing,  without 
understanding  the  contents  of  it,  or  intent  of  it  i  and  as 
these  emotions  are  in  no  way  resultant  from,  nor  obtain- 
able by,  any  opei-ation  of  the  intellect,  it  is  evident  that 
the  sensation  of  beauty  is  not  sensual  on  the  one  band, 
nor  is  it  intellectual  on  the  other,  but  is  dependent  on  a 
pure,  right,  and  open  state  of  the  heart,  both  for  its 
truth  and  for  its  intensity,  insomuch  that  even  the  right 
after -action  of  the  intellect  upon  facts  of  beauty  so  ap- 
prehended, is  dependent  on  the  aenteness  of  the  heart 
feeling  about  them  ;  and  thus  the  Apostolic  words  come 
true,  in  this  minor  respect  as  in  all  others,  that  men  are 
alienated  from  the  life  of  God,  through  the  ignorance 
that  is  in  them,  having  the  understanding  darkened  be- 
cause of  the  hardness  of  their  bearts,  and  so  being  past 
feeling,  give  themselves  up  to  lasciviousness ;  for  we  do 
indeed  see  constantly  that  men  having  naturally  acute 
perceptions  of  the  beautiful,  yet  not  receiving  it  with  a 
pnre  heart,  nor  into  their  hearts  at  all,  never  compre- 
hend it,  nor  receive  good  from  it,  but  make  it  a  mere 
minister  to  their  desires,  and  accompaniment  and  season 
ing  of  lower  sensnal  pleasures,  until  all  their  emotions 
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take  the  i 

Bloke  iuto  the  servout  of  lust. 


earthly  stamp,  and  the  ^ 


!  of  beauty 


Nor  is  what  tho  world  commonly  understands  by  the 
cultivation  of  taste,  anything  more  or  better  than  this, 

at  least  in  times  of  corrupt  and  over-pam- 
paa'wi  bv  bean-    pered  civilization,  when  men  build  palaces 

and  plant  grrovea  and  gather  luxuries,  that 
they  and  their  devices  may  hang  in  the  comers  of  the 
world  like  fine-spun  cobwebs,  with  greedy,  puffed-up, 
spider-like  lusts  in  the  middle.  And  this,  which  in 
Chiistian  times  is  the  abuse  and  corruption  of  the  sense 
of  beauty,  was  in  that  Pagan  life  of  which  St.  Paul 
speaks,  little  less  than  the  essence  of  it,  and  the  best 
they  had;  for  I  know  not  that  of  the  expressions  of 
affection  towards  external  nature  to  be  found  among 
Heathen  writers,  there  are  any  of  which  the  balance  and 
leading  thought  cleaves  not  towards  the  sensual  parts 
of  her.  Her  beneficence  they  sought,  and  her  power 
they  shunned,  her  teaching  through  both,  they  under- 
stood never.  The  pleasant  influences  of  soft  winds  and* 
ringing  streamlets,  and  shady  coverts:  of  the  violet 
couch,  and  plane-tree  shade,*  they  received,  perhaps, 
in  a  more  noble  way  than  we,  but  they  found  not  any- 
thing except  fear,  upon  the  bare  mountain,  or  in  the 
I  w.  How  exalt-  ghostly  glen.  The  Hybla  heather  they 
ed  br  ■Tociion.  lovd  more  for  its  sweet  hives  than  its 
pui'ple  hues.  But  the  Christian  theoria  seeks  not, 
though  it  accepts,  and  touches  with  its  own  purity,  what 
the  Epicurean  sought,  but  finds  its  food  and  the  objects 
of  its  love  everywhere,  in  what  is  harsh  and  fearful,  as 
well  as  what  is  kind,  nay,  even  in  all  that  seems  coarse 
and  commonplace :  seizing  that  which  is  good,  and  de- 
liorbting  more  sometimes  at  finding  its  table  spread  in 
strange  places,  and  in  the  presence  of  its  enemies,  and 
its  honey  coming  out  of  the  rock,  than  if  all  were  har- 
Plsto,  Pliiedrus,  g  9, 
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monized  into  a  less  wondrous  pleasure;  hating  only 
what  is  self -sighted  and  insolent  of  men's  work,  despis- 
ing all  that  is  not  of  God,  unless  reminding  it  of  God, 
yet  able  to  find  evidence  of  him  still,  where  all  seems 
forgetful  of  him,  and  to  turn  that  into  a  witness  of  his 
working  which  was  meant  to  obscure  it,  and  so  with 
clear  and  unoffended  sight  beholding  him  forever,  ac- 
cording to  the  written  promise,— Blessed  are  the  pure 
in  heart,  for  they  shall  see  God. 


CHAPTER  m 


OF  ACCDRACT  AITO  INAOonBACY    IN  IMPEES8I0NB  OF  8ENBE. 

Hitherto  we  have  observed  only  the  diatmctious  of 

dignity  amouff  pleasures  of  sense,  considereil  murely  as 

such,  and  the  way  in  which  any  of  them  may  become 

_     ,  theoretic   in    being    received  with   right 

I  I.    Bj  what  WBC      ^      , , 

II  tbo    heollh  of     leeling. 

Bi'jio  fc  doicr-  But  as  we  go  farther  and  examine  the 
distinctive  nature  of  ideas  of  beauty,  we 
shall,  I  believe,  perceive  something  in  them  besides 
fflsthetic  pleasm-e,  which  attests  a  more  important  func- 
tion belonging  to  them  than  attaches  to  other  sensual 
ideas,  and  exhibits  a  more  exalted  character  in  the  fac- 
ulty by  which  they  are  received  And  this  was  what  I 
alluded  to,  when  I  said  in  the  chapter  already  referred 
to  (§  1),  that  "  we  may  indeed  perceive,  as  far  as  we  are 
acquainted  with  the  nature  of  God,  that  we  have  been  so 
constructed  as  in  a  healthy  state  of  mind  to  derive 
pleasure  from  whatever  things  are  illustrative  of  that 
nature." 

This  point  it  is  necessary  now  farther  to  develop. 

Our  first  inquiry  must  evidently  be,  how  we  are  au- 
thorized to  affirm  of  any  man's  mind,  respecting  impres- 
sions of  sight,  that  it  is  in  a  healthy  state  or  otherwise. 
What  canon  or  test  is  there  by  which  we  may  determine 
of  these  impressions  that  they  are  or  are  not  rightly 
esteemed  beautiful  T  To  what  authority,  when  men  are 
at  variance  with  each  other  on  this  subject,  shall  it  be 
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deputed  to  judge  vhich  is  right  *  or  is  there  any  such 
authority  or  caooD  at  all  T 

For  it  does  not  at  first  appear  easy  to  prove  that  men 
ought  to  like  ooe  thing  rather  than  another,  and  although 
this  is  granted  generally  by  men's  speaking  of  ba<l  or  good 
taste,  it  is  frequently  denied  when  we  pass  to  particulars, 
by  the  assertion  of  eaeh  individual  that  he  has  a  right  to 
his  opinion — a  right  which  is  sometimes  claimed  even  in 
moral  matters,  though  then  palpably  without  foundation, 
but  which  does  not  appear  altogether  irrational  in  mat- 
ters aesthetic,  wherein  little  operation  of  voluntary  choice 
is  supposed  possible.  It  would  appear  strange,  for  in- 
stance, to  assert,  respecting  a  particular  person  who  pre- 
ferred the  scent  of  violets  to  roses,  that  he  had  no  right 
to  do  80.  And  yet,  while  I  have  said  that  the  sensation  of 
beauty  is  intuitive  and  necessary,  a«  men  derive  pleasure 
from  the  scent  of  a  rose,  I  have  assiuued  that  there  are 
some  sources  from  which  it  is  rightly  derived,  and  others 
from  which  it  is  wrongly  derived,  in  other  words  that 
men  have  no  right  to  think  some  things  beaatiful,  and 
no  right  to  remain  apathetic  with  regard  to  others. 

Hence  then  arise  two  questions,  according  to  the  sense 
in  which  the  word  right  is  taken ;  the  first,  in  what  way 
an  impression  of  sense  may  be  deceptive,  n.  And  in  wtut 
and  therefore  a  conclusion  respecting  it  ^S  KgSt  mud 
untme ;  and  the  second,  in  what  way  an  edTo^iu  tm^-a- 
impression  of  sense,  or  the  preference  of  ^™" ' 
one,  may  be  a  subject  of  will,  and  therefore  of  moral  duty 
or  delinquency. 

To  the  first  of  these  questions,  I  answer  that  we  cannot 
speak  of  the  immediate  impression  of  sense  as  false,  nor 
of  its  preference  to  others  as  mistaken,  for  no  one  can  bo 
deceived  respecting  the  actual  sensation  he  perceives  or 
prefers.  But  falsity  may  attach  to  his  assertion  or  sup- 
position, either  that  what  he  himself  perceives  is  from 
the  same  object  perceived  by  others,  or  is  always  to  be 
16 
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by  himself  perceived,  or  is  always  to  be  by  bimself  pre- 
ferred ;  and  when  we  speak  of  a  man  as  wrong  iii  his 
impreBsions  of  Bense,  we  either  mean  that  he  feels  differ- 
ently from  all,  or  a  majority,  respecting  a  certiun  object, 
or  that  he  prefers  at  present  those  of  his  impressions, 
which  ultimately  he  will  not  prefer. 

To  the  second  1  answer,  that  over  immediate  impres- 
sions and  immediate  preferences  we  have  no  power,  but 
over  idtimate  impressions,  and  especially  ultimate  pref- 
erences wo  have ;  and  that,  though  we  can  neither  at 
once  choose  whether  we  shall  see  an  object,  red,  green, 
or  blue,  nor  determine  to  like  the  red  better  than  the 
blue,  or  the  blue  better  than  the  red,  yet  we  cau,  if  we 
choose,  make  ourselves  ultimately  susceptible  of  such 
impressions  in  other  degrees,  and  capable  of  pleasures  in 
them  in  different  measm'e ;  and  because,  wherever  power 
of  any  kind  is  given,  there  is  responsibility  attached,  it 
is  the  duty  of  men  to  prefer  certain  impressions  of  sense 
to  others,  because  tliej  have  the  power  of  doing  bo,  this 
being  precisely  analogous  to  the  law  of  the  moral  world, 
whereby  men  are  supposed  not  only  capable  of  governing 
their  likes  and  dislikes,  but  the  whole  culpability  or  pro- 
priety of  actions  is  dependent  upon  this  capability,  so 
that  men  are  guilty  or  otherwise,  not  for  what  they  do, 
but  for  what  they  desire,  the  command  being  not,  thou 
shalt  obey,  but  thou  shalt  love,  the  Lord  thy  God,  which, 
if  men  were  not  capable  of  governing  and  directing  their 
affections,  would  be  the  command  of  an  impossibility. 
I  assert,  therefore,  that  even  witli  respect  to  impres- 
sions of  sense,  we  have  a  power  of  prefer- 
ence, and  a  corresponding  duty,  and  I  shall 
show  first  the  nature  of  the  power,  and 
afterwards  the  nature  of  the  diity. 

Let  us  take  an  instance  from  one  of  the  lowest  of  the 
senses,  and  observe  the  kind  of  power  we  have  over  the 
impressions  of  lingual  taste.     On  the  first  offering  of  two 
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different  things  to  the  palate,  it  is  not  in  our  power  to 
prevent  or  command  the  instinctive  preference.  One 
will  be  iinavoiilaljly  and  helplessly  prefeiTed  to  the  other. 
But  if  the  same  two  thin^  he  submitted  to  judgment 
frequently  and  attentively,  it  will  be  often  found  that 
their  relations  change.  The  palate,  which  at  first  per- 
ceived only  the  coarse  and  violent  qualities  of  either, 
will,  as  it  becomes  more  experienced,  acquire  greater 
Bubtilty  and  delicacy  of  discrimination,  perceiving  in 
both  agreeable  or  disagreeable  qualities  at  first  unno- 
ticed which  on  continued  experience  will  probably  be- 
come more  influential  than  the  first  impressions ;  and 
whatever  this  final  verdict  may  be,  it  is  felt  by  the  per- 
son who  gives  it,  and  received  by  others  as  a  more  cor- 
rect one  than  the  first. 

So,  then,  the  power  we  have  over  the  preference  of  im- 
pressions of  taste  is  not  actual  nor  immediate,  but  only  a 
power  of  testing  and  comparing  them  fre-  .  .  tk  <ii  on 
quentlv  and  carefully,  until  that  which  is  «aiene»  uc  «^ 
the  more  permanent,  the  more  consistently 
agreeable,  be  determined.  But  when  the  instrument  of 
taste  is  thus  in  some  degree  perfected  and  rendered  sub- 
tile, by  its  being  practised  upon  a  single  object,  its  con- 
clusions will  be  more  rapid  with  respect  to  others,  and  it 
I  be  able  to  distinguish  more  quickly  in  other  things, 
and  even  to  prefer  at  once,  those  qualities  which  are 
calculated  finally  to  give  it  most  pleasure,  though  more 
capable  with  respect  to  those  on  which  it  is  more  fre- 
quently exercised ;  whence  people  are  called  judges  with 
respect  to  this  or  that  particular  object  of  taste. 

Now  that  verdicts  of  this  kind  are  received  as  authori- 
tative by  others,  proves  another  and  more  important  fact, 
namely,  that  not  only  changes  of  opinion 
take  place  in  consequence  of  experience,    eoncioBioni   mu- 
but  that  those  changes  are  from  variation 
of  opinion  to  unity  of  opinion ;  and  that  whatever  may 
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he  the  differences  of  estimate  among  impractised  or  un- 
cultivated tastes,  there  will  be  unity  of  taste  among  the 
experienced.  And  that  therefore  the  operation  of  re- 
peated trial  and  experience  is  to  arrive  at  principles  of 
preference  in  some  sort  common  to  all,  and  which  are  a 
part  of  our  nature. 

I  have  selected  the  sense  of  taste  for  an  instance,  be- 
cause it  is  the  least  favorable  to  the  position  I  hold, 
since  there  is  more  latitude  allowed,  and  more  actual 
variety  of  verdict  in  the  case  of  this  sense  than  of  any 
other ;  and  yet,  however  susceptible  of  variety  even  the 
ultimate  approximations  of  its  preferences  may  be,  the 
authority  of  judges  is  distinctly  allowed,  and  we  hear 
every  day  the  admission,  by  those  of  unpractised  palate, 
that  they  are,  or  may  be  wrong  in  their  opinions  respect- 
ing the  real  pleasurableness  of  things  either  to  them- 
selves, or  to  others. 

Tlie  sense,  however,  in  which  they  thus  use  the  word 

"  wrong  "  is  merely  that  of  falseness  or  inaccuracy  in  con- 

_^     ^        elusion,  not  of  moral  delinquency.     But 

I    6.    What  dnty     ^,  .'  _  ,  j.   j.    -i         j    j. 

is    attached    to    there  IS,  as  1  have  stated,  a  duty,  more  or 

thlB  power  over-  .  ..  ..iii 

imprefMsions     of    less  imperative,  attached  to  every  power 

we  possess,  and  therefore  to  this  power 
over  the  lower  senses  as  well  as  to  all  others. 

And  this  duty  is  evidently  to  bring  every  sense  into 
that  state  of  cultivation,  in  which  it  shall  both  form  the 
truest  conclusions  respecting  all  that  is  submitted  to  it, 
and  procure  us  the  greatest  amount  of  pleasure  consistent 
with  its  due  relation  to  other  senses  and  functions. 
T\liich  three  constituents  of  perfection  in  sense,  tnio 
judgment,  maximum  sensibility,  and  right  relation  to 
others,  are  invariably  coexistent  and  involved  one  by  the 
other,  for  the  true  judgment  is  the  result  of  the  high 
sensibility,  and  the  high  sensibility  of  the  right  relation. 
Thus,  for  instance,  vnih  respect  to  pleasures  of  taste,  it 
is  our  duty  not  to  devote  such  inordinate  attention  to 
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tlie  (liscriminatiou  of  them  as  mast  be  inconsistent  with 
our  pursuit,  and  destructive  of  our  capacity  of  higher 
and  prctcmble  pleasures,  but  to  cultivate  the  sense  of 
them  in  that  way  which  is  consistent  with  all  other  good, 
by  temperance,  namely,  and  by  such  attention  as  the 
mind  at  certain  resting  moments  may  fitly  pay  even  to 
so  ignoble  a  souice  of  pleasure  as  this,  by  which  dis- 
cipline we  shall  bring  the  faculty  of  taste  itself  to  its  real 
maximum  of  sensibility ;  for  it  may  not  be  doubted  but 
that  health,  liunger,  and  such  general  refinement  of  bodily 
habits  as  shall  make  the  body  a  perfect  and  fine  iostru- 
ment  in  all  respects,  are  better  promoters  of  actual 
sensual  enjoyment  of  taste,  than  the  sickened,  sluggisli, 
hard -stimulated  fastidiousness  of  Epicurism. 

Bo  also  it  will  certainly  be  found  with  all  the  senses, 
that  they  individually  receive  the  greatest  and  purest 
pleasure  when  they  are  in  right  condition 
and  degree  of  subordination  to  all  the 
rest  i  and  that  by  the  over-cultivation  of  any  one,  (for 
morbid  sonrees  of  pleasure  and  correspondent  tempta- 
tions to  irrational  indulgence,  confessedly  are  attached 
to  all,)  we  shall  add  more  to  their  power  as  instruments 
of  punishment  than  of  pleasure. 

We  see  then,  in  this  example  of  the  lowest  sense,  that 
the  power  we  have  over  sensations  and  preferences  de- 
pends mainly  on  the  exercise  of  attention  through  cer- 
tain prolonged  periods,  and  that  by  this  exercise,  we 
arrive  at  ultimate,  constant,  and  common  sources  of 
agreeableuess,  casting  off  those  which  are  external,  acci- 
dental, and  individual. 

That  then  which  is  required  in  order  to  the  attain- 
ment of  accurate  conclusions  respecting  the  e 
the  beautiful,  is  nothing  more  than  earnest, 


pressions  of  it,  by  which  those  which  are 
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ehallow,  false,  or  peculiar  to  times  and  temperaments, 
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may  be  distinguished  from  those  that  are  eternal.  And 
this  dwelling  uijod,  and  fond  contemplation  of  them, 
(the  Anschauung  of  the  Germans,)  is  perhaps  as  much  as 
was  meant  by  the  Greek  theoria ;  and  it  ia  indeed  a  very 
noble  exercise  of  the  souls  of  men,  and  one  by  which 
they  are  peculiarly  dietinguiBhed  from  the  aiiima  of 
lower  creatures,  which  cannot,  I  think,  be  proved  to 
have  any  capacity  of  contemplation  at  all,  but  only  a 
restless  vividness  of  perception  and  conception,  the 
"  fancy  "  of  Hooker  (Eccl.  Pol.  Book  i.  Chap.  vi.  2).  And 
yet  this  dwelling  upon  them  comes  not  up  to  that  which 
I  wish  to  express  by  the  word  theoria,  unless  it  be 
accompanied  by  full  perception  of  their  being  a  gift 
from  and  manifestation  of  Gk»d,  and  by  all  those  other 
nobler  emotions  before  described,  since  not  until  so  felt 
is  their  essential  nature  comprehended. 

But  two  very  important  points  are  to  be  observed  re- 
specting the  direction  ajid  discipline  of  the  attention  in 

9.  Emm  !n-  ^^^  early  stages  of  judgment.  The  first, 
*n^b»nwiKw  that,  for  many  beneficent  purposes,  the 
nature  of  man  has  been  made  reconcilable 
by  custom  to  many  things  naturally  painful  to  it,  and 
even  improper  for  it,  and  that  therefore,  thongh  by  con- 
tinued esi)erience,  united  with  thought,  we  may  discover 
that  which  is  best  of  several,  yet  if  we  submit  ourselves 
to  authority  or  fashion,  and  close  our  eyes,  we  may  be 
by  custom  made  to  tolerate,  and  even  to  love  and  long 
for,  that  which  is  naturally  painful  and  pernicious  to  us, 
whence  arise  incalculable  embarrassments  on  the  subject 
of  art. 

The  second,  that,  in  order  to  the  discovery  of  that 
which  is  best  of  two  things,  it  is  necessary  that  both 
I  10.  TbE  necea-  should  be  equally  submitted  to  the  atten- 
'n'^e^irsM^'™!  ^^'^^  '•  ^°'^  therefoi-e  that  we  should  have  so 
iniiBtocni.  much  faith  in  authority  as  shall  make  us 

repeatedly  observe  and  attend  to  that  which  is  said  to 
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be  right,  even  though  at  present  we  may  not  feel  it  bo. 
And  in  the  right  mingling  of  this  faith  with  the  open- 
ness of  heart,  which  proves  all  things,  lies  the  great 
difficulty  of  the  cultivation  of  the  tiisto.  aa  far  as  the 
epii-it  of  the  scholar  is  concerned,  though  even  when  he 
has  this  spirit,  he  may  be  long  retarded  by  having  evil 
examples  submitted  to  him  by  ignorant  musters. 

The  temper,  therefore,  by  which  right  taste  is  formed, 
is,  first,  patient.  It  dwells  upon  what  is  submitted  to  it, 
it  does  not  trample  upon  it  lest  it  should  be  pearls,  even 
though  it  look  Uke  husks,  it  is  a  good  ground,  soft,  pen- 
etrable, retentive,  it  does  not  send  up  thorns  of  unkind 
thoughts,  to  choke  the  weak  seed,  it  is  hungry  and  thirs- 
ty too,  and  drinks  all  the  dew  that  falls  on  it,  it  is  an 
honest  and  good  heart,  that  shows  no  too  ready  spring- 
ing before  the  sun  be  up.  but  fails  not  afterwards ;  it  is 
distrustful  of  itself,  so  as  to  be  ready  to  believe  and  to 
try  all  things,  and  yet  so  trustful  of  itself,  that  it  will 
neither  quit  what  it  has  tried,  nor  take  anything  without 
trying.  And  that  pleasure  which  it  has  in  things  that 
it  finds  tmo  and  good,  is  so  great  that  it  cannot  possibly 
be  led  aside  by  any  tricks  of  fashion,  nor  diseases  of 
vanity,  it  cannot  l>e  cramped  in  its  conclusions  by  parti- 
alities and  hypocrisies,  its  visions  and  its  delights  are  too 
penetrating,  too  living,  for  any  whitewashed  object  or 
shallow  fountain  long  to  endure  or  supply.  It  clasps  all 
that  it  loves  ao  hard,  that  it  crushes  it  if  it  be  hollow. 

Now,  the  conclusions  of  this  disposition  ore  sure  to  be 
eventually  right,  more  and  more  right  accortling  to  the 
general  maturity  of  all  the  powers,  but  it 
18  Bure  to  come  right  at  last,  because  its  "4^  "'  mMnred 
operation  is  in  analogy  to,  and  in  harmony 
with,  the  whole  spirit  of  the  Christian  moral  system,  and 
that  which  it  will  ultimately  love  and  reat  in,  are  great 
sources  of  happiness  common  to  all  the  human  race,  and 
based  on  the  relations  they  hold  to  their  Creator. 
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These  common  and  general  sourceB  of  pleasure  are,  I 
believe,  a  certain  seal,  or  impress  of  divine  work  and 
character,  upon  whatever  Goil  has  wrought  in  all  the 
world;  only,  it  being  necessary  for  the  perception  of 
them,  that  their  contraries  should  also  be  set  before  us, 
these  divioe  qualities,  though  inseparable  from  all  di- 
vine works,  are  yet  suffered  to  exist  in  such  varieties  of 
degree,  that  their  most  limited  mauiiostation  shall,  in 
opposition  to  their  most  abundant,  act  as  a  foil. or  con- 
trary, juat  as  we  conceive  of  cold  as  contrary  to  heat, 
though  the  most  extreme  cold  we  can  produce  or  con- 
ceive is  not  inconsistent  with  an  unknown  amount  of 
heat  in  the  body. 

Our  purity  of  taste,  therefore,  is  best  tested  by  its  uni- 
versality, for  if  we  can  only  admire  this  thing  or  that,  we 
may  be  sure  that  our  cause  for  liking  is  of  a 

111.    HowdlsOn-      „     r,  ,  ,  ,  ,  T,    .   -r 

l^diabie  (com  fiuite  and  false  nature.  Uut  if  we  can  per- 
ceive beauty  in  evei-ything  of  God's  doing, 
we  may  argue  that  we  have  reached  the  true  perception 
of  its  universal  laws.  Hence,  false  taste  may  be  known 
by  its  fastidiousness,  by  its  demands  of  pomp,  splendor, 
and  unusual  combination,  by  its  enjoyment  only  of  par- 
ticular styles  and  modes  of  things,  and  by  its  pride  also, 
tor  it  is  forever  meddling,  mending,  accumulating,  and 
self -exulting,  its  eye  is  tilways  upon  itself,  and  it  tests  all 
things  around  it  by  the  way  they  fit  it.  But  true  taste  is 
forever  growing,  learning,  reading,  worshipping,  laying 
its  hand  upon  its  mouth  because  it  is  astonished,  casting 
its  shoes  from  off  its  feet  because  it  finds  all  ground  holy, 
lamenting  over  itself  and  testing  itself  by  the  way  that 
it  fits  things.  And  it  finds  whereof  to  feed,  and  whereby 
to  grow,  in  all  things,  and  therefore  the  complaint  so 
often  made  by  youug  artists  that  they  have  not  within 
their  reach  materials,  or  subjects  enough  for  their  fancy, 
is  utterly  groundless,  and  the  sign  only  of  their  own 
blindness  and  inefficiency ;  for  there  is  that  to  be  seen  in 
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every  street  and  lane  oi  every  city,  that  to  be  felt  and 
found  in  every  human  Heart  and  countenance,  that  to  be 
loved  in  every  rood-side  weed  and  moss-gruwn  wall,  which 
in  the  bands  of  faithful  men,  may  convey  emotions  of 
glory  and  sublimity  continual  and  exalted. 

Let  therefore  the  young  artist  beware  of  the  spirit  of 
choice,*  it  is  an  insolent  spirit  at  the  best  and  commonly 
a  base  and  blind  one  too,  checking  all 
progress  and  blasting  all  power,  encourag- 
ing weaknesses,  pampering  partialities, 
and  teaching'  us  to  look  to  accidents  of  nature  for  the 
help  and  the  joy  which  should  come  from  our  own  hearts. 
He  di"aws  nothing  well  who  thirsts  not  to  draw  every- 
thing  i  when  a  good  painter  shrinks,  it  is  because  he  is 
humbled,  not  fastidious,  when  he  stops,  it  is  because  he 
is  surfeited,  and  not  because  he  thinks  nature  has  given 
him  unkindly  food,  or  that  he  fears  famine.f  I  have  seen 
a  man  of  true  taste  pause  for  a  quarter  of  an  hour  to  look 
at  the  ehannellings  that  recent  rain  had  traced  in  a  heap 
of  cindera. 

And  here  is  evident  another  reason  of  that  duty  which 
we  owe  respecting  impressions  of  sight,  namely,  to  dis- 
cipline ourselves  to  the  enjoyment  of  those  ,  ,4.  ^^  5jj„i. 
which  are  eternal  in  their  nature,  not  only  '^^■ 
because  these  are  the  most  acute,  but  because  they  are 
the  most  easily,  coustantly,  and  unselfishly  attainable. 
For  had  it  been  ordained  by  the  Almighty  that  the  high- 
est pleasures  of  sight  should  be  those  of  most  difficult 
attainment,  and  that  to  arrive  nX  them  it  should  be  nec- 
essary to  accumulate  gilded  palaces  tower  over  tower, 
and  pile  artificial  mountains  around  insinuated  lakes. 


•  '■  Nothing  cnmea  araiBa,— 
A  good  digealion  lurneth  nil  to  licftllli." — G.  Herbert. 

t  Tet  note  the  difference  between  the  choice  that  comes  of  pride,  and 
the  choice  that  comes  of  love.  Mid  compare  Clinp.  xv,  g  6. 
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there  would  have  been  a  direct  contradiction  between  the 
tmatjlfish  duties  and  inherent  desires  of  eveiy  individual. 
But  no  such  contradiction  exists  in  the  system  of  Divine 
Providence,  which,  leaving-  it  open  to  ub,  if  we  will,  as 
creatures  in  probation,  to  abuse  this  sense  like  every 
other,  and  pamper  it  with  selfish  and  thoughtless  vani- 
ties as  we  pamper  the  palate  with  deadly  meats,  until 
the  appetite  of  taetefid  cruelty  ia  lost  in  its  Rickened 
satiety,  incapable  of  pleasure  unless,  Caligula  like,  it 
concentrate  the  labor  of  a  million  of  lives  into  the  sen- 
sation  of  an  hour,  leaves  it  also  open  to  us,  by  humble 
and  lovinp  ways,  to  make  onrselvea  susceptible  of  deep 
delight  fn>m  the  meanest  objects  of  creation,  and  of  a 
delig-ht  which  shall  not  separate  us  from  our  fellows,  nor 
require  the  sacrifice  of  any  duty  or  occupation,  but  which 
shall  bind  us  closer  to  men  and  to  God,  and  be  with  us 
always,  harmonized  with  every  action,  consistent  with 
every  claim,  unchanging  and  eternal. 

Seeing  then  that  these  qualities  of  material  objects 
which  are  calculated  to  give  us  this  universal  plensure,  are 
demonstrably  constant  in  their  a^ldress  to 
inciitsi™«"r«'-  humau  nature,  they  must  belong  in  some 
measure  to  whatever  has  been  esteemed 
beautiful  throughout  successive  ages  of 
the  world  (and  they  are  also  by  their  definition  common 
to  all  the  works  of  God).  Therefore  it  is  evident  that  it 
must  be  possible  to  reason  them  out,  as  well  as  to  feel 
them  out;  possible  to  divest  every  object  of  that  which 
makes  it  accidentally  or  temporarily  pleasant,  and  to 
strip  it  hare  of  distinctive  qualities,  until  we  arrive  at 
those  which  it  has  in  common  with  all  other  beautiful 
things,  which  we  may  then  safely  affirm  to  be  the  cause 
of  its  ultimate  and  true  delightfnlness. 

Now  this  process  of  reasoning  will  be  that  which  I  shall 
endeavor  to  employ  in  the  succeeding  investigations,  a 
process  perfectly  safe,  so  long  as  we  are  quite  sure  that 
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wc  nre  reasoning  concerning  oTajects  which  produce  in  us 
oUL'  and  tlie  Bame  aensation,  but  not  safe  if  the  sengatiou 
produced  be  of  a  diiferent  nature,  though  it  may  be 
equally  agreeable ;  for  what  produces  a  dif-  j  ^^  ^^^  ^j^ 
ferent  sensation  must  be  a  different  cause.  u»iiiutii«  lo  error. 
And  the  diiHcultj'  of  reasoDing  respecting  beauty  arises 
chiefly  from  the  ambigiuty  o£  the  word,  which  stands  in 
difl'urent  people's  minds  for  totally  different  seusatious, 
for  which  there  can  be  no  common  cause. 

"ftTien,  for  instance,  Mr,  Alison  endeavors  to  support 
his  position  that  "  no  man  is  sensible  to  beauty  in  those 
objects  with  regard  to  which  he  has  not  provious  ideas," 
by  the  remark  that  "  the  beauty  of  a  theory,  or  of  a  relic 
of  antiquity,  is  unintelligible  to  a  peasant,"  we  see  at 
once  that  it  is  hopeless  to  argue  with  a  man  who,  under 
his  general  term  beauty,  may,  for  anything  we  know,  be 
sometimes  speaking  of  mathematical  demonstrability  and 
sometimes  of  historical  interest ;  while  even  if  we  could 
succeed  in  limiting  the  tei-m  to  the  sense  of  external 
attractlTeness,  there  would  be  still  room  for  maay  phases 
of  error ;  for  though  the  beauty  of  a  snowy  mountain  and 
of  a  human  cheek  or  forehead,  so  far  as  both  are  con- 
sidered as  mere  matter,  is  the  same,  and  traceable  to  cer- 
tain qualities  of  color  and  line,  common  to  both,  and  by 
reason  extricable,  yet  the  flush  of  the  cheek  and  moulding 
of  the  brow,  as  they  express  modesty,  affection,  or  intel- 
lect, possess  sources  of  agreeableness  which  are  not 
common  to  the  snowy  mountain,  and  the  interference  of 
whose  influence  we  must  be  cautious  to  prevent  in  our 
examination  of  those  which  aje  material  and  universal.* 

The  first  thing,  then,  tliat  we  have  to  do,  is  accurately  to 
discriminate  and  define  those  appearances  fi-om  which  we 

"Compare  Spenser.     (Hyran  to  Beauly.) 
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are  about  to  reason  as  belongring  to  beauty,  properly  so 
called,  and  to  clear  the  ground  of  all  the  confused  ideas  and 
I  IT.  The  term  erroucous  theories  with  which  the  misap- 
liSSSie  In**  thJ  prehension  or  metaphorical  use  of  the  term 
?nto'*?3^*i<5i'^Sd  has  encumbered  it.  By  the  term  beauty, 
^^  then,  properly  are  signified  two  things. 

First,  that  external  quality  of  bodies  already  so  often 
spoken  of,  and  which,  whether  it  occur  in  a  stone,  flow- 
er, beast,  or  in  man,  is  absolutely  identical,  which,  as 
I  have  already  asserted,  may  be  shown  to  be  in  some  sort 
typical  of  the  Divine  attributes,  and  which,  therefore,  I 
shall,  for  distinction's  sake,  call  typical  beauty;  and, 
secondarily,  the  appearance  of  felicitous  fulfilment  of 
function  in  living  things,  more  especially  of  the  joyful 
and  right  exertion  of  perfect  life  in  man.  And  this  kind 
of  beauty  I  shall  call  vital  beauty. 

Any  application  of  the  word  beautiful  to  other  appear- 
ances or  qualities  than  these,  is  either  false  or  metaphor- 
ical, as,  for  instance,  to  the  splendor  of  a  discovery,  the 
fitness  of  a  proportion,  the  coherence  of  a  chain  of  rea- 
soning, or  the  power  of  bestowing  pleasure  which  objects 
receive  from  association,  a  power  confessedly  great,  and 
interfering,  as  we  shall  presently  find,  in  a  most  embar- 
rassing way  with  the  attractiveness  of  inherent  beauty. 

But  in  order  that  the  mind  of  the  reader  may  not  be 
biassed  at  the  outset  by  that  which  ho  may  happen  to 
have  received  of  current  theories  respecting  beauty, 
founded  on  the  above  metaphorical  uses  of  the  word, 
(theories  which  are  less  to  be  reprobated  as  accounting 
falsely  for  the  sensations  of  which  they  treat,  than  as 
confusing  two  or  more  pleasurable  sensations  together,) 
I  shall  briefly  glance  at  the  four  erroneous  positions 
most  frequently  held  upon  this  subject,  before  iiroceed- 
ing  to  examine  those  typical  and  vital  properties  of 
things,  to  which  I  conceive  that  all  our  original  concep- 
tions of  beauty  may  be  traced. 


CHAPTEE   IV. 

OF  FALSE  OrraiONB  HELD   CONCEBNIKO  BEAUTY. 

I  PliBPORE  at  present  to  speai  only  of  four  of  the  more 
ciurent  opinions  respecting  beauty,  for  of  the  errors 
connected  with  the  pleasurableness  of  proportion,  and  of 
the  expression  of  right  (eelimga  in  the  n,  oruw  uw 
countenance,  I  shall  have  opportmiity  to  i('SlMy!»ndiice 
treat  in  the  succeeding  chapters;  (compare  ™'™' 
Ch.  VI.  Ch.  XVI.} 

ThoBB  erring  or  inconsistent  positions  which  I  would 
at  once  diBmiss  are,  the  first,  that  the  beautiful  is  the 
true,  the  second,  that  the  beautiful  is  the  useful,  the 
third,  that  it  is  dependent  on  custom,  and  the  fourth,  that 
it  is  dependent  on  the  association  of  ideas. 

To  assert  that  the  beautiful  is  the  true,  appears,  at  first, 
like  asserting  that  propositions  are  matter,  and  matter 
propositions.  But  giving  the  best  and  most  rational  in- 
terpretation we  can,  and  supposing  the  holders  of  this 
strange  position  to  mean  only  that  things  are  beautiful 
which  appear  what  they  indeed  are,  and  ugly  which  ap- 
pear what  they  are  not,  we  find  them  instantly  contra- 
dicted by  each  and  every  conclusion  of  experience,  A 
stone  looks  as  truly  a  stone  as  a  rose  looks  a  rose,  and 
yet  is  not  so  beautiful ;  a  cloud  may  look  moi-e  like  a 
castle  than  a  cloud,  and  be  the  more  beautiful  on  that 
account.  The  mirage  of  the  desert  is  fairer  than  its 
sands ;  the  false  image  of  the  under  heaven  fairer  than 
the  sea.  I  am  at  a  loss  to  know  how  any  so  untenable  a 
position  could  ever  have  been  advanced;  but  it  may, 
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perhaps,  have  arisen  from  some  confusion  of  the  beauty 
of  art  with  the  beauty  of  nature,  and  from  an  illogical 
expansion  of  the  very  certain  truth,  that  nothing  is  beau- 
tiful in  art,  which,  professing  to  be  an  imitation,  or  a 
statement,  is  not  as  such  in  some  sort  true. 

That  the  beautiful  is  the  useful,  is  an  assertion  evi- 
dently based  on  that  limited  and  false  sense  of  the  latter 
_   ^     ,      term  which  I  have  already  deprecated.    As 
opinion  that  btw    it  18  the  most  aegradiiig  and  dangerous 

U  is   UMfalnestt.  ...  i<i  i  i  i  ii 

Compare  ciiap.    suppositiou  which  cau  be  advanced  on  the 

subject,  so,  fortunately,  it  is  the  most  pal- 
pably absurd.  It  is  to  confound  admiration  with  him- 
ger,  love  with  lust,  and  life  with  sensation :  it  is  to  assert 
that  the  human  creature  has  no  ideas  and  no  feelings, 
except  those  ultimately  referable  to  its  brutal  ai)petites. 
It  has  not  a  single  fact  nor  appearance  of  fact  to  support 
it,  and  needs  no  combating,  at  least  until  its  advocates 
have  obtained  the  consent  of  the  majority  of  mankind, 
that  the  most  beautiful  productions  of  nature  are  seeds 
and  roots :  and  of  art,  spades  and  millstones. 

Somewhat  more  rational  grounds  appear  for  the  as- 
sertion that  the  sense  of  the  beautiful  arises  from  famil- 
§8.  Of  the  false  ii^ity  with  the  object,  though  even  this 
b«!i?y*VeBu*iu  could  uot  loug  be  maintained  by  a  think - 
oomplreChap°"!  ^S  pcrsou.  For  all  that  can  be  alleged 
•  1-  in  defence  of  such  a  supiiosition  is,  that 

familiarit}'  deprives  some  objects  which  at  first  appeared 
ugly,  of  much  of  their  repulsiveness,  whence  it  is  as  ra- 
tional to  conclude  that  familiarity  is  the  cause  of  beauty, 
as  it  would  l)e  to  argue  that  because  it  is  possible  to  ac- 
quire a  tjiste  for  olives,  therefore  custom  is  the  cause  of 
lusciousness  in  grapes.  Nevertheless,  there  are  some 
phenomena  resulting  from  the  tendency  of  our  nature  to 
be  inHuonced  by  habit  of  which  it  may  be  well  to  obsei-vc 
the  limits. 

Custom  has  a  twofold  operation :  the  one  to  deaden  the 


OONGBRNINO  BEAUTY.  2o5 

frequency  and  force  of  repeated  impresBions,  the  other 
to  endear  the  familiar  object  to  the  affectiona.  Com- 
monly, where  the  mind  ia  vigorous,  and  .wotoia 
the  power  of  sensation  very  perfect,  it  has  operation  "jt™- 
rather  the  last  oi)eration  than  the  first;  senBatiuo.bnicon- 
with  meaner  mimls,  the  fii'st  takes  place 
in  the  higher  degree,  so  that  they  are  commonly  charac- 
terized by  a  desire  of  excitement,  and  the  want  of  the 
loving,  fixed,  theoretic  power.  But  both  take  place  in 
some  degree  with  all  men,  so  that  as  life  advances,  im- 
pressions of  all  kinda  become  less  rapturous  owing  to 
their  repetition.  It  is  however  beneficently  ordained  that 
repulsiveness  shall  be  diminished  by  custom  in  a  far 
greater  degree  than  the  sensation  of  beauty,  so  that  the 
anatomist  in  a  little  time  loses  all  sense  of  horror  in  the 
torn  flesh,  and  carous  bone,  while  the  sculptor  ceases  not 
to  feel  to  the  close  of  his  life,  the  deliciousneas  of  eveiy 
line  of  the  outward  frame.  So  then  as  in  that  with  which 
we  are  made  familial',  the  repulsiveness  is  constantly 
diminiahing,  and  such  claims  as  it  may  be  able  to  put 
fortb  on  the  affections  are  daily  becoming  stronger,  while 
in  what  is  submitted  to  us  of  new  or  strange,  that  which 
may  be  repulsive  is  felt  in  its  full  force,  while  no  hold  ia 
as  yet  laid  on  the  affections,  there  is  a  very  strong  pref- 
erence induced  in  most  minds  for  that  to  which  they  are 
not  accustomed  over  that  they  know  not,  and  this  is 
strongest  in  those  which  are  least  open  to  „  ^^  nerer 
sensations  of  positive  beauty.  But  how-  ^^^  T^*  et 
ever  far  this  operation  may  be  carried,  "n™  ii<  bemiy. 
its  utmost  effect  is  but  the  deadening  and  approxima- 
ting the  sensations  of  beauty  and  ugliness.  It  never 
mixes  nor  crosses,  nor  in  any  way  alters  them :  it  has 
not  the  slightest  connection  with  nor  power  over  their 
nature.  By  tasting  two  wines  alternately,  we  ma.y  dead- 
en our  perception  of  their  flavor;  nay,  we  may  even 
do  more  than  can  ever  be  done  in  the  case  of  sight,  we 
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may  confound  the  two  flaYors  together.  But  it  will 
hardly  be  ai-gned  therefore  that  castom  is  the  caiise  of 
either  flavor.  And  so,  thoug-h  by  habit  we  may  deaden 
tho  effect  of  ugliness  or  beauty,  it  is  not  for  that  reason 
to  be  affirmed  that  habit  is  the  cause  of  either  sensation- 
We  may  keep  a  skull  beside  us  as  long  as  we  please,  we 
may  overcome  its  repulsiveness,  we  may  render  our- 
selves capable  of  perceiving-  many  qualities  of  beauty 
about  its  lines,  we  may  contemplate  it  for  years  together 
if  we  will,  it  and  nothing  else,  but  we  shall  not  get  our- 
selves to  think  as  well  of  it  as  of  a  child's  fair  face. 

It  would  be  easy  to  pursue  the  subject  farther,  but  I 
believe  that  every  thoughtful  reader  will  be  perfectly 
well  able  to  supply  farther  illustrations, 
and  sweep  away  the  sandy  foundations  of 
the  opposite  theory,  unassisted.  Let  it,  however,  be  ob- 
servetl,  that  in  spite  of  all  custom,  an  Englishman  in- 
stantly acknowledges,  and  at  first  sight,  the  superiority 
of  the  turban  to  the  hat,  or  of  the  jilaid  to  the  coat,  that 
whatever  the  dictates  of  immediate  fashion  Juay  compel, 
the  superior  gracefulness  of  the  Greek  or  middle  age 
costumes  is  invariably  felt,  and  that,  respecting  what  has 
been  asserted  of  negro  nations  looking  with  disgust  on 
the  white  face,  no  importance  whatever  is  to  be  attached 
to  the  opinions  of  races  who  have  never  received  any 
ideas  of  Ijeauty  whatsoever,  (the.8e  ideas  being  only  re- 
ceived by  minds  under  some  certain  degree  of  culti- 
vation), and  whose  disgust  arises  naturally  from  what 
they  may  suppose  to  be  a  sign  of  weakness  or  ill  health. 
It  would  be  futile  to  proceed  into  farther  detail.  I  pass 
to  the  last  and  most  weighty  theory,  that  the  agree- 
ableness  in  objects  which  we  call  beauty  is  the  result 
of  the  association  with  them  of  agreeable  or  interesting 
ideas. 

Frequent  has  been  the  support,  and  wide  the  accept- 
ance of  this  supposition,  and  yet  I  suppose  that  no  two 
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consecutive  sentences  were  ever  written  in  defence  of  it, 
without  illvol^•illg  either  a  contradiction  or  a  confusion 
of  terras.  Thus  Alison,  "  There  are  scenes 
undoubtedly  more  beautiful  than  Runny-  opinion  that 
mede,  yet  to  those  who  recollect  the  great  on  u»  L<^on 
event  that  passed  there,  there  is  no  scene 
perhaps  which  so  strongly  seizes  on  the  imagination." 
Here  we  ai-e  wouder-struck  at  the  audacious  obtuseneaa 
which  would  prove  the  power  of  imagination  by  its  over- 
coming that  ver>'  other  power  (of  inherent  beauty)  whose 
existence  the  ai-guer  denies.  For  the  only  logical  con- 
clusion which  can  possibly  be  drawn  from  the  above  sen- 
tence is,  that  imagination  is  not  the  source  of  beauty, 
for  although  no  scene  seizes  so  strongly  on  the  imagina- 
tion, yet  there  are  scenes  "  more  beautiful  than  Ruuny- 
medo."  And  though  instances  of  self -conti-adict ion  as 
laconic  and  complete  as  this  are  to  be  found  in  tew 
writers  except  Alison,  yet  if  the  arguments  on  the  sub- 
ject be  fairly  sifted  from  the  mass  of  confused  language 
with  which  they  ai-e  always  encumbered  and  placed  in 
logical  form,  they  wiU  be  found  invariably  to  involve 
one  of  these  two  syllogisms,  either,  association  gives 
pleasure,  and  beauty  gives  pleasure,  therefore  association 
is  beauty.  Or,  the  power  of  aBSOciatiou  is  stronger  than 
the  power  of  beauty,  therefore  the  power  of  association 
is  the  power  of  beauty. 

Nevertheless  it  is  necessary  for  us  to  observe  the  real 
value  and  authority  of  association  in  the  moral  system, 
and  how  ideas  of  actual  beauty  may  be 
affected  by  it,  otherwise  we  shall  be  liable  I^  i*.  nuionaL 
to  embarrassment  throughout  the  whole  cieocj  u  b  canae 
of  the  succeeding  argument. 

Association  is  of  two  kinds.  Rational  and  accidental. 
By  rational  association  I  imderstand  the  interest  which 
any  object  may  bear  historically  as  ha\-ing  been  in  some 
way  connected  with  the  aSaixs  or  affections  of  men :  an 
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interest  Bhared  in  the  minila  of  all  who  are  aware  of  such 
connection :  which  to  call  beauty  is  mere  and  grosu  con- 
fusion ot  terms,  it  is  uo  theory  to  he  confuted,  but  a 
misuse  of  language  to  be  set  aside,  a  misuse  involving: 
the  positions  that  in  uninhabited  countries  the  vegeta- 
tion has  no  grace,  the  rock  no  dignity,  the  cloud  no 
color,  and  that  the  snowy  summits  of  the  Alps  receive 
no  loveliness  from  the  sunset  light,  because  they  have 
not  been  polluted  by  the  wrath,  ravage,  and  misery  of 
men. 

By  accidental  association,  I  understand  the  accidental 
connection  of  ideas  and  memories  with  material  things, 
owing  to  which  those  material  things  are 
regarded  as  agreeable  or  otherwise,  accord- 
ing to  the  nature  of  the  feelings  or  recol- 
lections they  summon ;  tlie  association  being  commonly 
involuntary  and  oftentimes  so  vague  as  that  no  distinct 
imago  is  suggested  by  the  object,  but  we  feel  a  painful- 
ness  in  it  or  pleasure  from  it,  without  knowing  where- 
fore. Of  this  operation  of  the  mind  (which  in  that  of 
which  I  spoke  as  causing  inextricable  embarrassments 
on  the  subject  of  beauty)  the  experience  is  constant,  so 
that  its  more  energetic  manifestations  require  no  illus- 
tration. But  I  do  not  think  that  the  minor  degrees  and 
shades  of  this  great  influence  have  been  sufficiently  ap- 
preciated. Not  only  all  vivid  emotions  and  all  circum- 
stances of  exciting  interest  leave  their  light  and  shadow 
on  the  senseless  things  and  instruments  among  which  or 
through  whose  agency  they  have  been  felt  or  learned, 
but  I  believe  that  the  eye  cannot  rest  on  a  material  form, 
in  a  moment  of  dejiression  or  exultation,  without  com- 
municating to  that  form  a  spirit  and  a  life,  a  life  which 
will  make  it  afterwards  in  some  degree  loved  or  feared,  a 
charm  or  a  painfulness  for  which  we  shall  be  unable  to 
account  even  to  ourselves,  which  will  not  indeed  be  per- 
ceptible, except  by  its  delicate  influence  on  our  judg- 
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ment  in  cases  of  complicated  beanty.  Let  the  eye  but 
rest  on  a  rough  piece  of  branch  of  curious  form  during  a 
converaation  with  a  friend,  rest,  however,  unconsciously, 
and  though  the  conversation  be  forgotten,  though  every 
circumstance  connected  with  it  be  as  utterly  lost  to  the 
memory  as  though  it  hatl  not  been,  yet  the  eye  will, 
through  the  whole  life  after,  take  a  certain  pleasure  in 
Buch  boughs  which  it  had  not  befoi-e,  a  pleasure  ho  slight, 
a  trace  of  feeling  so  delicate  as  to  leave  ua  utterly  un- 
conscious of  its  peculiar  power,  but  undestroyable  by 
any  reasoning,  a  part,  thenceforward,  of  our  constitution, 
deatroyable  only  by  the  same  arbitrary  process  of  associ- 
ation by  which  it  was  created.  Reason  has  no  effect 
upon  it  whatsoever.  J  And  there  is  probably  no  one 
opinion  which  is  formoil  by  any  of  us,  in  matters  of 
taste,  which  is  not  in  some  degree  influenced  by  un- 
conscious association  of  this  kind.  In  many  who  have 
no  definite  rules  of  judgment,  preference  is  decided  by 
little  else,  and  thus,  unfortunately,  its  operations  are 
mistaken  for,  or  rather  substituted  for,  those  of  inherent 
"beauty,  and  its  real  position  and  value  in  the  moral 
system  is  in  a  great  measure  overlooked. 

For  I  believe  that  mere  pleasure  and  pain  have  less 
associative  power  than  duty  performed  or  omitted,  and 
that  the  great  use  of  the  associative  facul-  ,,„  Tne4i™|[y 
ty  is  not  to  atld  beauty  to  material  things,  "'  "■  function, 
but  to  add  force  to  the  conscience.  But  for  this  exter- 
nal and  all-powerful  witness,  the  voice  of  the  inward 
guide  might  be  lost  in  each  particular  instance,  almost 
as  soon  as  disobeyed;  the  echo  of  it  in  after  time,  where- 
by, though  perhaps  feeble  as  warning,  it  becomes  pow- 
erful as  i>tmishment,  might  be  silenced,  and  the  strength 
of  the  protection  pass  away  in  the  lightness  of  the  lash. 
Therefore  it  has  received  the  power  of  enlisting  external 
and  unmeaning  things  in  its  aid,  and  transmitting  to  all 
that  is  indifferent,  its  own  authority  to  reprove  or  re- 
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ward,  so  that,  as  we  travel  the  way  of  life,  we  have  the 
choice,  according  to  our  working:,  of  turning  all  the 
voices  of  nature  into  one  song  of  rejoicing,  and  all  her 
lifeless  creatures  into  a  glad  company,  whereof  the 
meanest  shall  be  beautiful  in  our  eyes,  by  its  kind  mes- 
sage, or  of  withering  and  quenching  her  sympathy  into 
a  fearful,  withdrawn,  silence  of  condemnation,  or  into  a 
crying  out  of  her  stones,  and  a  shaking  of  her  dust 
against  us.  Nor  is  it  any  marvel  that  the  theoretic 
faculty  should  be  overpowered  by  this  momentous  oper- 
ation, and  the  indifferent  appeals  and  inherent  glories  of 
external  things  in  the  end  overlooked,  when  the  perfec- 
tion of  God's  works  is  felt  only  as  the  sweetness  of  his 
promises,  and  their  admirableness  only  as  the  threaten- 
ings  of  his  power. 

But  it  18  evident  that  the  full  exercise  of  this  noble 
function  of  the  associatiTe  faculty  is  inconsistent  with 
absolute  and  incontrovertible  conclusions 
on  subjects  of  theoretic  preference.  For 
it  is  quite  impossible  for  any  indi\'i(Iual  to 
distinguish  in  himself  the  unconscioiia  underworking  of 
indefinite  association,  peculiar  to  him  individually,  from 
those  great  laws  of  choice  under  which  he  is  compre- 
hended with  all  his  race.  And  it  is  well  for  ua  that  it  is 
so,  the  harmony  of  God's  good  work  is  not  in  us  inter- 
rupted by  this  mingling  of  universal  and  peculiar  prin- 
ciples ;  for  by  these  such  difference  is  secured  in  the 
feelings  as  shall  make  fellowship  itself  more  delightful, 
by  its  inter -communicate  character,  and  such  variety  oi 
feeling  also  in  each  of  us  separately  as  shall  make 
capable  of  enjoying  scones  of  tlitferent  kinds  and  orders, 
instead  of  morbidly  seeking  for  some  perfect  epitome  oi 
the  beautiful  in  one ;  and  also  that  deadening  by  custom 
of  theoretic  impressions  to  which  I  have  above  alluded, 
is  counterbalanced  by  the  pleasantness  of  acquired  asso- 
ciation ;  and  the  loss  of  the  intense  feeling  of  the  youth, 
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which  "  had  no  neeil  of  a  remoter  tharm,  by  thought 
supplied,  or  any  interest,  unborrowed  from  the  eye,"  in 
replaced  by  the  gladness  of  conscience,  and  the  vigor  of 
the  reflecting'  and  imaginative  faculties,  as  they  take 
their  wide  and  aged  grasp  of  the  great  relations  between 
the  earth  and  its  dead  people. 

In  proportion  therefore  to  the  value,  constancy,  and 
efficiency  of  this  influence,  we  must  be  modest  and  cau- 
tious in  the  pronouncing  of  positive  opin-  ,  ,j  ^^  ^,|^j 
ions  on  the  subject  of  beauty.  For  every  ^J^l^'  ^^t^ 
one  of  us  has  peculiar  sources  of  enjoy-  "'™'°»°™  "' 
ment  necessarily  opened  to  him  in  certain 
scenes  and  things,  sources  which  are  sealed  to  others, 
and  we  must  be  wary  on  the  one  hand,  of  confounding 
these  in  oui'selves  with  ultimate  conclusions  of  taste, 
and  80  forcing  them  upon  all  as  authoritative,  and  on  the 
other  of  supposing  that  the  enjoyments  of  others  which 
we  caunot  share  are  shallow  or  unwarrantable,  because 
incommunicablo.  I  fear,  for  instance,  that  in  the  foi-mer 
portion  of  this  work  I  may  have  attributed  too  much 
community  and  authority  to  certain  afl'ections  of  my  own 
for  scenery  inducing  emotions  of  wild,  impetuous,  and 
enthusiastic  characters,  and  too  little  to  those  which  I 
perceive  in  others  for  things  peaceful,  humble,  medita- 
tive, and  solemn.  80  also  between  youth  and  age  there 
will  be  found  diflerencea  of  seeking,  which  are  not  wrong, 
nor  of  false  choice  in  either,  but  of  different  tempera- 
ment, the  youth  sympathizing  more  with  the  gladness, 
fulness,  and  magnificence  of  things,  and  the  gray  hairs 
with  their  completion,  sufficiency,  and  repose.  And  so, 
neither  condemning  the  delights  of  others,  uor  altogether 
distrustful  of  onr  own,  we  must  advance,  as  we  live  on, 
from  what  is  brilliant  to  what  is  pure,  and  from  what  is 
promised  to  what  is  fulfilled,  and  from  what  is  our 
strength  to  what  is  our  crown,  only  observing  in  all  things 
how  that  which  is  indeed  wrong,  and  to  be  cut  up  from 
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the  root,  is  dislike,  and  not  affection.  For  by  the  very- 
nature  of  these  beautiful  qualities,  which  I  have  defined 
to  be  the  signature  of  Qod  upon  his  works,  it  is  evident 
that  in  whatever  we  altogether  dislike,  we  see  not  all; 
that  the  keenness  of  our  vision  is  to  be  tested  by  the 
expansiveness  of  our  love,  and  that  as  far  as  the  influ- 
ence of  association  has  voice  in  the  question,  though  it  is 
indeed  possible  that  the  inevitable  painfulness  of  an  ob- 
ject, for  which  we  can  render  no  sufficient  reason,  may  be 
owing  to  its  recalling  of  a  sorrow,  it  is  more  probably 
dependent  on  its  accusation  of  a  crime. 


II.    tapomUblUtj 
tnatluj;  tbe   BDb- 


CHAPTER  V. 

OF  TYPICAL  BEAUTY: — FIKaT,   OF  ISFINITY,  OR  THE  TVTE  OF 
DIVINE   ISCOBIPBEHENBIBILrrY. 

The  subject  beiug  now  in  some  measure  cleared  of 
embarrassment,  let  us  briefly  distiug^uish  those  quali- 
ties or  types  on  whose  combination  is  dependent  the 
power  of  mere  material  loveliness.  I  pre- 
tend neither  to  enumerate  nor  perceive 
them  all,  for  it  may  be  generally  observed 
that  whatever  good  there  may  be,  desirable  by  man,  more 
especially  g'ood  belonging  to  his  moral  natui-e,  there  will 
be  a  corresponding  agreeableness  in  whatever  external 
object  reminds  him  of  such  good,  whether  it  remind  him 
by  arbitrary  association  or  by  typical  resemblance,  and 
that  the  infinite  ways,  whether  by  reason  or  experience 
discoverable,  by  which  matter  iu  some  sort  may  remind 
us  of  moral  perfections,  are  hardly  within  any  reasonable 
limits  to  be  explained,  if  even  by  any  single  mind  they 
might  all  be  traced.  Yet  certaiu  palpable  and  powerful 
modes  there  are,  by  observing  which,  we  may  come  at  such 
general  conclusions  on  the  subject  as  may  be  practically 
useful,  and  more  than  these  I  shall  not  attempt  to  obtain. 

And  fii-st,  I  would  aak  of  the  i-eader  to  enter  upon  the 
subject  with  me,  as  far  as  may  be.  as  a  little  child,  ridding 
himself  of  all  conventional  and  authorita-  g  j.  wuh  what 
tive  thoughts,  and  especially  of  such  asso-  *i"''"n''^bi'  "^^ 
ciations  as  arise  from  his  respect  for  Pagan  p™""*^ 
art,  or  which  are  in  any  way  traceable  to  classical  readings. 
I  recollect  that  Mr.  Alison  tracer  his  first  perceptions  of 
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beauty  in  external  nature  to  tbia  most  corrupt  soaroe, 
thus  betraying  so  total  and  singnlar  &  want  of  natural  sen- 
Bibility  as  may  well  excuse  the  deficiencies  of  his  follow- 
ing arguments.  For  there  was  never  yet  the  child  of  any 
promise  (so  far  as  the  theoretic  faculties  are  concerned) 
but  awaked  to  the  aense  of  beauty  with  the  first  gleam 
of  reason ;  and  I  suppose  there  are  few,  among  those  who 
love  nature  otherwise  than  by  profession  and  at  second- 
liitnd,  who  look  not  back  to  their  youngest  and  least- 
learned  daya  oa  those  of  the  most  intense,  superstitions, 
insatiable,  and  beatific  pereeption  of  her  splendors. 
And  the  bitter  decline  of  this  glorious  feeling,  though 
many  note  it  not,  partly  owing  to  the  cares  and  weight 
of  manhood,  which  leave  them  not  the  time  nor  tlie  lib- 
erty  to  look  for  their  lost  treasure,  and  partly  to  the  hu- 
man and  divine  affections  which  are  appointed  to  take  its 
place,  yet  has  formed  the  subject  not  indeed  of  lamenta- 
tion, but  of  holy  thankfulness  for  the  witness  it  beai-s  to 
the  immortal  origin  and  end  of  our  nature,  to  one  whose 
aiitliority  is  almost  without  appeal  in  all  questions  re- 
lating to  the  infiuence  of  external  things  upon  the  pure 
human  soul. 


"  Heaven  lies  tkbout  us  iu  our  infancy, — 
Shades  of  the  prison-liouse  bcgiu  to  close 
Upon  the  growing  boy. 
Out  be  beholds  tbo  light,  acd  whence  it  flows 
He  seen  it  iu  hU  joy. 

Tliu  youth,  who  ilciily  fartlier  from  the  east 
Musi  travel,  still  ia  nHtura'a  priest, 
And  by  the  vision  splendid 
Is  ou  his  way  attended. 
At  lengtli  the  Miiu  perceives  it  die  away 
And  fade  Into  the  light  ot  common  day." 


And  if  it  were  possible  for  us  to  recollect  all  the  unac- 
countable and  ha])py  instincts  of  the  careless  time,  and 
to  reason  upon   them  with  the  maturer  judgment,  we 
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might  arrive  at  more  rapid  and  right  results  than  either 
the  philosophy  or  the  sophisticated  practice  ol  art  have 
yet  ftttidned.  But  we  lose  th«  perceptions  before  we  ai'e 
capable  of  methodizing  or  comparing  them. 

Oue,  however,  of  these  child  instincts,  I  believe  that 
few  forget;  the  emotion,  namely,  canseil  by  all  open 
ground,  or  lines  of  any  spacioua  kind 
against  the  sky,  behind  which  there  might  loMinci  rwiwcting 
be  conceived  the  sea.  It  is  An  emotion 
more  pure  than  that  caused  by  the  sea  itself,  for  I  recol- 
lect distinctly  miming  down  behind  the  banks  of  a  high 
beach  to  get  their  land  line  cutting  against  the  sky,  and 
receiving  a  more  strange  delight  from  this  than  from  the 
sight  of  the  ocean :  I  am  not  sure  that  this  feeling  is 
common  to  all  children,  (or  would  be  common  if  they 
were  all  in  circumstances  admitting  it),  but  I  have  ascer- 
tained it  to  be  frequent  among  those  who  possess  the 
most  vivid  sensibilities  for  nature  ;  and  I  am  certain  that 
the  modification  of  it,  which  belongs  to  our  after  years, 
i»  common  to  all,  the  love,  niitnely,  of  a  light  distance 
appearing  over  a  comparatively  dark  horizon.  This  I 
have  tested  too  frequently  to  be  mistaken,  by  offering  to 
indifferent  spectators  forms  of  equal  abstreict  beauty  in 
half  tint,  relieved,  the  one  against  dark  sky,  the  other 
against  a  bright  distance.  The  preference  is  invariably 
given  to  the  latter,  and  it  is  very  certain  that  this  pref- 
erence arises  not  fi-om  any  supposition  of  there  being 
greater  truth  in  this  than  the  other,  for  the  same  pref- 
erence is  unhesitatingly  accorded  to  the  same  effect  in 
nature  herself,  '^^^latever  beauty  there  14.  conannedin 
may  result  from  effects  of  light  on  fore-  '^'^ 
ground  objects,  from  the  dew  of  the  grass,  the  flash  of  the 
cascade,  the  glitter  of  the  birch  trunk,  or  the  fair  day- 
light hues  of  darker  things,  (and  joyfulness  there  is  in  all 
of  them),  there  is  yet  a  light  which  the  eye  invariably 
seeks  with  a  deeper  feeling  of  the  beautiful,  the  light  of 


266  OF  TYPICAL  BEAUTY. 

the  declining  or  breaking  day,  and  the  flakes  of  scarlet 
clond  burning  like  wateh-fireB  in  the  green  sky  of  the 
horizon  ;  a  deeper  feeling.  I  say,  not  perhaps  more  acute, 
but  having  more  of  spiritual  hope  and  longing,  less  of 
animal  and  present  life,  more  manifest,  invariably,  in 
those  of  more  serious  and  determined  mind,  (I  use  the 
word  serious,  not  as  being  opposed  to  cheerful,  but  to 
trivial  and  volatile  :)  but,  I  think,  marked  and  unfailing 
even  in  those  of  the  least  thoughtful  disjiositions.  I  am 
willing  to  let  it  rest  on  the  determination  of  every  reader, 
whether  the  pleasure  which  he  has  received  from  these 
effects  of  caliA  and  luminous  distance  be  not  the  most 
singular  and  memorable  of  which  he  has  been  conscious, 
whether  all  that  is  dazzling  in  color,  perfect  in  form, 
gladdening  in  expression,  be  not  of  evanescent  and  shal- 
low appealing,  when  compared  with  the  atill  small  voice 
of  tlie  level  twilight  behind  purple  hills,  or  the  scarlet 
fljch  of  dawn  over  the  dark,  troublous-edged  sea. 

Let  us  try  to  discover  that  which  effects  of  this  kind 
posBesB  or  suggest,  peculiar  to  themselves,  and  which 

other  effects  of  light  and  color  possess  not, 

latantt  is  tnci-  There  must  l>e  something  in  them  of  a 
peculiar  character,  and  that,  whatever  it 
be,  must  be  one  of  the  primal  and  most  earnest  motives 
of  beauty  to  human  sensation. 

Do  they  show  finer  characters  of  form  than  can  be  de- 
veloped by  the  broader  daylight  *  Not  so ;  for  their 
power  is  almost  independent  of  the  forms  they  assume 
or  display;  it  matters  little  whether  the  bright  clouds 
be  simple  or  manifold,  whether  the  mountain  luie  be 
subdued  or  majestic,  the  fairer  forms  of  earthly  things 
are  by  them  subdued  and  disguised,  the  round  and  mus- 
cular growth  of  the  forest  trunks  is  simk  into  skeleton 
lines  of  quiet  shade,  the  purple  clefts  of  the  hill-side  are 
labyrinthed  in  the  darkness,  the  orbed  spring  and  whirl- 
ing wave  of  the  torrent  have  given  place  to  a  white. 
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ghastly,  intemipted  gleaming.  Have  they  more  perfec- 
tion or  fulnesB  of  color  T  Not  SO;  for  their  effect  is  of  ten- 
timeB  deeperwhen  their  hues  are  dim,  than  when  they  ara 
blozoued  with  crimson  and  pale  gold  -,  and  assuredly,  in 
the  blue  of  the  rainy  sky,  in  the  many  tints  of  morning 
liowt'rs,  iu  the  sunlight  on  summer  foliage  and  field,  there 
are  more  sources  of  mere  sensual  color -pleasure  than  in 
the  siugle  streak  of  wan  and  dying  light.  It  is  not  then 
by  nobler  form,  it  is  not  by  ]>o8itivene9a  of  hue,  it  is  not 
by  intensity  of  light,  (for  tho  sun  itself  at  noon-day  is  ef- 
fectless upon  the  feelings,)  that  this  strange  distant  space 
possesses  its  attractive  power.  But  there  is  one  thing 
that  it  has,  or  suggests,  which  no  other  object  of  sight 
suggests  in  equal  degree,  and  that  is,— Infinity.'  It  is  of 
all  visible  things  the  least  material,  the  least  finite,  the 
farthest  withdrawn  from  the  earth  prison-house,  the  most 
typical  of  the  nature  of  God,  the  most  suggestive  of  the 
glory  of  His  dwelling-place.  For  the  nky  of  night,  though 
we  may  know  it  boundless,  is  dark,  it  is  a  studded  vault, 
a  roof  that  seems  to  shut  us  in  and  down,  but  the  bright 
distance  has  no  limit,  we  feel  its  infinity,  as  we  rejoice  in 
its  jmrity  of  light. 

Now  not  only  is  this  espressioa  of  infinity  in  distance 
most  precious  wherever  we  find  it,  however  solitary  it 
may  be,  and  however  unassisted  by  other  ,  „  inflDfiy  how 
forms  and  kinds  of  beauty,  but  it  is  of  that  ''«*™"^  '"»"■ 
value  that  uo  such  other  forms  will  altogether  recom- 
pense us  for  its  loss ;  and  much  as  I  dread  the  enuncia- 
tion of  anything  that  may  seem  like  a  conventional  rule, 
I  have  no  hesitatiou  iu  asserting,  that  no  work  of  any 
art,  in  which  this  expression  of  infinity  is  possible,  can 
be  perfect,  or  supremely  elevated  without  it,  and  that, 
in  proportion  to  its  presence,  it  will  exalt  and  render 
impressive  even  the  most  tame  and  trivial  themes.  And 
I  think  if  there  be  any  one  grand  division,  by  which  it  is 
at  all  possible  to  set  the  productions  of  painting,  bo  far 
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as  their  mere  plan  or  eystein  is  concerned,  on  onr  right 
and  left  hands,  it  is  this  of  light  and  dark  background, 
of  heaven  light  or  of  object  light.  For  I  know  not  any 
truly  great  painter  of  any  time,  who  manifests  not  the 
most  intense  pleasure  in  the  luminous  space  of  his  back- 
grounds, or  who  ever  sacrifices  this  pleasure  where  the 
nature  of  his  subject  admits  of  its  attainment,  as  on  the 
other  hand  I  know  not  that  the  habitual  use  of  dark 
biickgi'ounds  can  be  shown  as  having  ever  been  co-existent 
with  pure  or  high  feeling,  and,  except  in  the  case  of 
Rembrandt,  (and  then  under  pecidiar  circumstances  only,) 
with  any  high  power  of  intellect.  It  is  however  neces- 
sary carefully  to  observe  the  following  modifications  of 
this  broad  principle. 

The  absolute  necessity,  for  such  indeed  I  consider  it,  is 
of  no  more  than  such  a  mere  luminous  distajit  point  as 
1 1.  rondiHoiiB  of  may  gi^e  to  the  feelings  a  species  of  escape 
lu  w™«itr.  jpQ^  ^Y[   the  finite   objects  about    them. 

There  is  a  spectral  etching  of  Rembrandt,  a  presentation 
of  Christ  in  the  temple,  where  the  fissure  of  a  robed 
priest  stands  glaring  by  its  gems  out  of  the  gloom, 
holtling  a  crosier.  Behind  it  there  is  a  subdued  window 
light  seen  in  the  opening  between  two  columns,  without 
which  the  impressiveness  of  the  whole  subject  would,  I 
think,  be  incalculably  brought  down,  I  cannot  tell 
whether  I  am  at  present  allowing  too  much  weight  to  my 
own  fancies  and  predilections,  but  without  so  much  es- 
cape into  the  outer  air  and  oi>en  heaven  a&  this,  I  can 
tiilie  permanent  pleasure  in  no  picture. 

And  I  think  I  am  supported  lu  this  feeling  by  the 
unanimous  practice,  if  not  the  confessed  opinion,  of 
I  fi.  And  ouniieit-  ill  artists.  The  painter  of  portrait  is 
eduaiogiM.  unhappy  vrithout  his  conventional  white 

stroke  under  the  sleeve,  or  beside  the  arm-chair;  the 
painter  of  interiors  feels  like  a  c^ged  bird,  imless  he  can 
throw  a  window  open,  or  set  the  door  ajai-;  the  land- 
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scapist  dares  not  lose  himsfilf  in  the  foreat  without  a 
gleam  of  light  undisr  its  farthest  branches,  nor  veutures 
oat  in  rain,  unless  he  may  somewhere  pierce  to  a  better 
promise  in  the  distance,  or  cling  to  some  closing  gap  of 
variable  blue  above ; — escape,  hope,  infinity,  by  whatever 
conventionalism  sought,  the  desire  ia  the  same  in  all,  the 
instinct  constant,  it  is  no  mere  point  of  light  that  in 
wanted  in  the  etching  of  Rembrandt  above  instanced,  ii 
gleam  of  armor  or  fold  of  temple  curtain  would  have  been 
utterly  valueless,  neither  is  it  liberty,  for  though  we  cut 
down  hedges  and  level  hills,  and  give  what  waste  and 
plain  we  choose,  on  the  right  hand  and  the  left,  it  is  all 
comfortless  and  undesired,  so  long  as  we  cleave  not  a 
way  of  escape  forward ;  and  however  narrow  and  thorny 
and  diHicult  the  nearer  path,  it  matters  not,  so  only  that 
the  clouds  open  for  us  at  its  close.  Neither  will  any 
amount  of  beauty  in  nearer  form,  make  us  content  to  stay 
with  it,  so  long  as  we  are  shut  down  to  that  alone,  nor  is 
any  form  so  cold  or  so  hurtful  but  that  we  may  look  upon 
it  with  kindness,  so  only  that  it  rise  against  the  infinite 
hope  of  light  beyond.  The  reader  can  follow  out  the 
analogies  of  this  unassisted. 

But  although  this  narrow  portal  of  escape  be  all  that  is 
absolutely  necessary,  I  think  that  the  dignity  of  the  paint- 
ing increases  with  the  extent  and  amount  „     ,^  „ 

,      ,  ,,,.  ,       ,  ,.  3      "■  HawllHtdig- 

of  the  expression.     With  the  earlier  and    "iij  "f  tntstmeDt 

■    1  .-  .     .  1.  T.    1        .1  ,.        .        I<      prupurtloned 

mightier  painters  of  Italy,  the  practice  is  w  the  mpreMion 
commonly  to  leave  their  distance  of  pui-e 
and  open  sky,  of  such  simplicity,  that  it  in  nowise 
shall  interfere  with  or  di-aw  the  attention  from  the  in- 
terest of  the  figTires,  and  of  such  purity,  that  espe- 
cially towards  the  horizon,  it  shall  be  in  the  highest 
degree  expressive  of  the  infinite  space  of  heaven.  I  do 
not  mean  to  say  that  they  did  this  with  any  occult  or 
metaphysical  motives.  They  did  it,  I  think,  with  the 
childlike,  impretending  simplicity  of  all  earnest  men; 
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they  did  what  they  loved  and  felt;  they  sought  what 
the  heart  uaturally  seeks,  and  gave  what  it  moat  grate- 
fully receives ;  and  I  look  to  them  as  iu  all  points  of 
principle  (not,  observe,  of  knowledge  or  empirical  at- 
tainment) as  the  most  irrefragable  authorities,  precisely 
on  account  of  the  childlike  innocence,  which  never 
deemed  itself  authoritative,  but  acted  upon  desire,  and 
not  upon  dicta,  and  sought  for  sympathy,  not  for  admi- 
ration. 

And  so  we  find  the  same  simple  and  sweet  treatment, 

the  open  sky,  the  tender,  unpretending,  horizontal  white 

clouds,  the  far  winding  and  abundant  land- 

I    10.     ElsmplFS  .       „.    ,,        mil  ^     -11  ■     r  ■  ■ 

amone  the  BoDiii-  scape,  m  triotto,  laudeo,  Cxaddi.  Laura ti, 
Angelico,  Beuozzo,  Ghirlandajo,  Franeia, 
Pemgino,  and  the  young  Raffaelle,  the  first  symptom  of 
conventionality  appearing  in  Perugino,  who,  though 
with  intense  feeling  of  light  and  color  he  carried  the 
glory  of  his  luminous  distance  far  beyond  all  his  prede- 
cessors, began  at  the  same  time  to  use  a  somewhat  mor- 
bid relief  of  his  figures  against  the  upper  sky.  Thus  in 
the  Assumption  of  the  Florentine  Academy,  in  that  ot 
rAnnunziata:  and  of  the  Gallery  of  Bologna,  in  all 
which  pictures  the  lower  portions  are  incomparably  the 
finest,  owing  to  the  light  distance  behind  the  heads. 
Rafi'aelle,  in  his  fall,  betrayed  the  faith  he  had  received 
from  his  father  and  his  master,  and  substituted  for  the 
radiant  sky  of  the  Madonna  del  Cardellino,  the  chamber- 
wall  of  the  Madonna  dell*  Sediola — and  the  brown  wain- 
scot  of  the  Baldacchino.  Yet  it  is  curious  to  observe  how 
much  of  the  dignity  even  of  his  later  pictures,  depends 
on  such  portions  as  tlie  green  light  of  the  lake,  and  sky 
behind  the  rocks,  in  the  St.  John  of  the  tribune,  and  how 
the  repainted  distortion  of  the  Madonna  dell'  Impannata, 
is  redeemed  into  something  like  elevated  character, 
merely  by  the  light  of  the  linen  window  from  which  it 
takes  its  name. 
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That  which  by  the  Florentines  was  done  in  pare  sim- 
plicity of  heart,  was  done  by  the  Venetians  with  intense 
love  of  the  color  and  splendor  of  the  sky  i  u.  Among  tba 
itself,  even  to  the  frequent  sacrificing  of  ™  ""' 
their  subject  to  the  passion  of  its  distance.  In  Carpaccio, 
John  Bellini,  Giorgione,  Titian,  Veronese,  and  Tintoret, 
the  preciousness  of  the  luminous  sky,  so  far  a^  it  might 
be  at  all  consistent  with  their  subject,  is  nearly  constant ; 
abandoned  altogether  in  portraiture  only,  seldom  even 
there,  and  never  with  advantage.  Titian  and  Veronese, 
who  had  less  exalted  feeling  than  the  others,  affording  a 
few  instances  of  exception,  the  latter  overpowering  his 
silvery  distances  with  foreground  splendor,  the  other 
sometimes  sacrificing  them  to  a  luscious  fulness  of  color, 
as  in  the  Flagellation  in  the  Louvre,  by  a  comparison  of 
which  with  the  unequalled  majesty  of  the  Entombment 
opposite,  the  whole  power  and  applicability  of  the  gen- 
eral  principle  may  at  once  be  tested. 

But  of  the  value  of  this  mode  of  treatment  there  is  a 
farther  and  more  convincing  proof  than  its  adoption 
either  by  the  innocence  of  the  Florentine    ,  „    .  ^ 

or  the  ardor  of  the  Venetian,  uamely,  that  psinim  of  Wd- 
when  retained  or  imitated  from  tbem  by 
the  landscape  painters  of  the  seventeenth  century,  when 
appearing  in  isolation  from  all  other  good,  among  the 
weaknesses  and  paltrinesses  of  Claude,  the  mannerisms 
of  Caspar,  and  the  caricatures  and  brutalities  of  Salvator, 
it  yet  redeems  and  upholds  all  three,  conqaers  all  foul- 
ness by  its  purity,  vindicates  all  folly  by  its  dignity,  and 
puts  an  uncomprehended  power  of  permanent  address  to 
the  human  heart,  upon  the  lips  of  the  senseless  and  the 
profane.* 


of  the  sranller  rooms  of  Ibe  Pitti  palace,  over  the  door,  is  a 
lemplatioii  of  St.  Anthony,  by  Salvator,  wherein  auch  power  as  the 
arlist  possessed  is  Tully  manifpsled,  with  little,  compnratively,  Ihnt  la 
offensive.    Il  ia  a  vigorous  and  ghastly  thought,  ia  that  kind  of  horror 
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Now,  althougrli  I  cloubt  not  that  the  general  value  of  this 
treatment  will  be  acknowledged  by  all  lovers  of  art,  it  is 
1 18.  omer  tooam  ""*  •'e'^ain  that  the  point  to  prove  which  I 
CT  "rf*toJ£iiy^  h&ye  brought  it  forward,  will  be  aa  readily 
^^  conceded,  namely,  the  inherent  power  of  all 

representations  of  infinity  over  the  human  heart :  for 
there  are,  indeed,  countless  associations  of  a  pure  and  re- 
ligious kind,  which  combine  with  each  other  to  enhance 
the  impressiou,  when  jiresented  iu  this  particular  form, 
whose  power  I  neither  dt'ny  nor  am  careful  to  dietin- 
gniah,  seeing  that  they  all  tend  to  the  same  Divine  point, 
and  have  reference  to  heavenly  hopes ;  delights  they  are 
in  seeing  the  narrow,  black,  miserable  earth  fairly  com- 
pared with  the  bright  firmament,  Teachings  forward  unto 
the  things  that  are  before,  and  joyfulness  in  the  appar- 
ent though  unreachable  nearness  and  promise  of  them. 
Bat  there  are  other  modes  iu  which  intiuity  may  be  rep- 
resented, which  are  confused  by  no  associations  of  the 
kind,  and  which  would,  aa  being  in  mere  matter,  appear 
trivial  and  mean,  but  for  their  incalculable  iiitiuence  on 
the  forms  of  all  that  we  feel  to  be  beautifid.  The  first  of 
these  is  the  curvature  of  lines  and  surfaces,  wherein  it  at 


wbicb  is  dependent,  on  accaic  effect,  perbapa  uorlvalled,  mid  I  sliall 
have  occasiou  to  refer  to  it  agiifn  in  spcRklng  of  the  poivcrs  uf  Imagina- 
tion. I  Hlludc  to  It  bcrc,  Itcoiiise  tlie  aky  of  the  diatance  affords  a  re- 
markahle  inslnnce  of  the  power  of  llgLt  at  present  under  discuaslon. 
It  Is  f  ormed  of  Sukes  of  block  cloud,  wilb  rents  and  openings  of  intense 
and  lurid  irreen.  nod  at  least  halt  of  the  impreaalveness  of  the  picture 
depends  □□  these  openings.  Close  thera,  nutke  the  sky  one  mass  of 
gloom,  and  the  spectre  will  be  awful  no  longer.  It  owes  to  the  light 
of  the  distance  both  its  sIm  n:id  its  spirituality.  The  time  would  fail 
me  if  I  were  to  name  the  tenth  part  of  the  pictures  which  occur  to  me, 
whose  vulgarity  is  redeemed  by  this  circumstance  alone,  and  yet  let  not 
the  srtUt  trust  to  such  morl)ld  and  conventional  use  of  it  as  may  be 
deen  in  the  common  blue  and  yellow  effectisni  of  the  present  day.  Of 
the  value  of  moderation  and  simplicity  in  the  v.^  of  this,  as  of  all  other 
Bourcesof  pleasurable  emotion,  I  shall  presently  liavB  occasion  to  speak 
fatther. 
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first  appears  futile  to  Insist  upon  any  resemblance  or 
suggestion  of  infinity,  since  there  is  certainly  in  our  or- 
dinary contemplation  of  it,  no  sensation  of  j  i*.  •n„,  bcaoij 
the  kind.  But  I  have  repeated  again  and  "^  cumtuni. 
again  that  the  ideas  of  beauty  ai-e  instinctive,  and  that 
it  is  only  upon  consideration,  and  even  then  in  doubtful 
and  disputable  way,  that  thay  appear  in  their  typical 
character ;  neither  do  I  intend  at  all  to  insist  upon  the 
particular  meaning  which  they  appear  to  myself  to  bear, 
but  merely  on  their  actual  and  demonstrable  agreeable- 
ness,  so  that,  in  the  present  case,  while  I  assert  posi- 
tively, and  have  no  fear  of  being  able  to  prove,  that  a 
curve  of  any  kind  is  more  beautifid  than  a  right  line,  I 
leave  it  to  the  reader  to  accept  or  not,  as  he  pleases,  that 
reason  of  its  agreeableness,  which  is  the  only  one  that  I 
can  at  all  trace,  namely,  that  every  curve  divides  itself 
infinitely  by  its  changes  of  direction. 

That  all  forms  of  acknowledged  beauty  are  composed 
exclusively  of  curves  will,  I  beHeve,  be  at  once  allowed : 
bnt  that  which  there  will  be  need  more 
especially  to  prove,  is  the  aubtility  and  "taw'  in  eiieni»I 
constancy  of  curvature  in  all  natural  forms 
whatsoever.  I  believe  that,  except  in  crystals,  in  certain 
mountain  forma  atbnitted  for  the  sake  of  sublimity  or  con- 
trast, (as  in  the  slope  of  debris,)  in  rays  of  light,  in  the 
levels  of  calm  water  and  alluvial  land,  and  in  some  few 
organic  developments,  there  are  no  lines  nor  surfaces  of 
nature  without  curvature,  though  as  we  before  saw  in 
clouds,  more  especially  in  their  under  lines  towards  the 
horizon,  and  in  vast  and  extended  plains,  right  lines  are 
often  suggested  which  are  not  actual.  Without  these 
we  could  not  be  sensible  of  the  value  of  the  contrasting 
curves,  and  while,  therefore,  for  the  most  part,  the  eye  is 
fed  in  natural  forms  with  a  grace  of  curvature  which  no 
hand  nor  instrument  can  follow,  other  means  are  provid- 
ed to  give  beauty  to  those  surfaces  which  are  admitted 
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lor  cantrsBt.  as  ir  via<«r  I't  hs  rpflwlion  erf  the  grada- 
tiinis  viiitJL  it  }K>*»s*ess*tv  uc«  it*»eJt  Id  freshly -broken 
gTi^uiid.  vhiii  iiamrr  La^  ii:»i  veT  had  time  to  model,  in 
qnarrits  and  pit>  viici  are  n^Tnt  of  her  cutting,  in  those 
convnlsions  and  tvidtriictrs  i»f  coiiTnlsion.  of  whose  infln- 
eniv  on  ideal  landskr&i^'  I  siihU  presejitly  have  occasion 
to  speak,  and  Arent^r&IjT  in  hH  rein  and  disease,  and  in- 
t*»rff  remv  of  ant-  ordt-r  of  In-inir  with  another,  (as  in  the 
cattlf  lint'  of  ]  »ark  treses, » ibt  cnrve?^  Tanish,  and  violent- 
ly opp^ised  or  br^ien  and  nnmeiminir  lines  take  their 
plaiv. 

THiai  onrramre  is  w  lines.  CTadaxian  is  to  shades  and 
colors.      It  is  r/r  ■>   iiiijir.  and  divides  them  into  an 

• 

I  If.  The  bcMTT  iiifnit't'  munlier  of  deCTees.  Absolutely, 
ctfpx«dttii&.  wiihom  iTradation  no  natural  snrface  can 

jxvssibly  Iv,  exofj*!  luivier  oininnstanoes  of  so  rare  con- 
jnni'tion  as  to  amount  to  a  lasns  namne:  for  we  have  seen 
that  few  !>urfa*:vs  are  without  iTirrarare.  and  evenr  curved 
surface  must  Iv  irradatod  bv  the  natore  of  li?ht,  which 
is  mt>M  int^^nse  when  it  imp  inches  at  the  hi£rhest  ang'le, 
and  for  tht-  4rTa*hitii:»n  of  the  ffw  plane  surfaces  that 
exist,  means  :uv  provide^l  in  loi^al  color,  aerial  persj^ec- 
tive.  rr-rit-c-t^l  liijhts.  eto..  from  which  it  is  but  barelv 
c*jn<.*eiT;iblr  that  tht  y  should  i-vt-r  escape.  Hence  for 
in^t:l3J^.•f^  K.d  thf  fC»mj«lrte  al»seni-e  of  CTa<lation  we  must 
l'.".»k  t-.»  mans  work,  or  to  his  iliseAse  and  decrepitude. 
Compiirf  the  srraAitt^i  colors  of  the  rainK>w  with  the 
^t^il•— *  i.if  a  tiiTsTt-t.  and  the  imulnal  ci^ii^-tntnition  of  the 
youtljful  bkhnl  in  the  cheek  with  an  abru]n  ]\^tch  of 
Tuu'jt'.  or  with  thf  sharj^ly  dnix^Ti  veininer  of  old  age. 

^ini-hitioii  i-  so  inseparable  a  quality  of  all  natural 
*};;vi'-  aud  color  that  the  eyr  refust^s  in  art  to  understand 
»  ::  H'/w  lyaid  anything  as  either,  which  apjHwrs  without 
:l  s^un.  j^  while  on  the  i»ther  hand  nearly  all  the 

;ri  a/hitiori-i  of  uaturc*  are  Si^  sulnile  and  Ix^twoen  deirrivs 
of  tint  h/j  hlij.'Ltly  separateil,  that  no  human  hand  c;in  in 
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any  wiae  equal,  or  do  anything  morft  than  sug'gest  the 
idea  of  them.  In  proportion  to  the  space  over  which 
gradation  extendB,  and  to  its  invisible  subtility,  is  its 
grandeur,  and  in  proportion  to  its  narrow  limits  and  vio. 
lent  degrees,  its  vulgarity.  In  Correggio,  it  is  morbid 
and  vulgar  in  spite  of  its  refinement  of  execution,  be- 
cause the  eye  is  drawn  to  it,  and  it  is  made  the  moat 
obaer\'able  and  characteristic  part  of  the  picture ;  where- 
as natural  gradation  is  forever  escaping  observation  to 
that  degree  that  the  greater  part  of  artists  in  working 
from  natm-e  see  it  not,  (except  in  certain  of  its  marked 
developments,)  but  either  lay  down  such  continuous 
lines  and  colore,  as  are  both  disagreeable  and  impossi- 
ble, or,  receiving  the  necessity  of  gradation  as  a  princi- 
ple instead  of  a  fact,  use  it  in  violently  exaggerated 
measure,  and  so  lose  Iroth  the  dignity  of  their  own  work, 
and  by  the  constant  dwelling  of  their  eyes  upon  exag- 
gerations, their  sensibility  to  that  of  the  natural  forma. 
So  that  we  find  the  majority  of  painters  dirided  between 
the  two  evil  extremes  of  iuHufficiency  and  affectation, 
and  only  a  few  of  the  greatest  men  capable  of  making 
gradation  constant  and  yet  extended  over  enormous 
spaces  and  within  degrees  of  narrow  difference,  as  in  the 
body  of  a  high  light. 

From  the  necessity  of  gradation  results  what  is  com- 
monly given  as  a  rule  of  art,  though  its  authority  as  a 
rule  obtains  only  from  its  I>eijig  a  fact  of  ^  j^  ^^^  ^^^^^ 
nature,  that  the  extremes  of  high  light  and  '"^ '"  *"■ 
pure  color,  can  exist  only  in  points.  The  common  rules 
respecting  sixths  and  eighths,  held  concerning  light  and 
shade,  are  entirely  absurd  and  conventional;  according  to 
the  subject  and  the  effect  of  light,  the  greater  part  of  the 
picture  will  be  or  ought  to  be  light  or  ilark ;  but  that  prin. 
ciple  ■which  is  not  conventional,  is  that  of  ail  light,  how- 
ever high,  there  is  some  part  that  is  higher  than  the  rest, 


^^  and  t 


and  that  of  all  color,  however  pure,  there 


part 


276 


OF  TYPICAL  BBAUTT. 


that  is  purer  tlian  the  rest,  and  that  generally  of  all  shade, 
however  deep,  there  is  eome  pai-t  deeper  than  the  rest, 
though  this  last  fact  is  frequently  saciiliced  in  art,  owing- 
to  the  narrowness  of  its  means.  But  on  the  right  grada- 
tion or  focussing  of  light  and  color  depends  in  great 
measure,  the  value  of  both.  Of  this,  I  have  spoken  suffi- 
ciently in  pointing  out  the  singular  constancy  of  it  in 
the  works  of  Turner.  Part  H.  Sect.  H.  Chap.  H.  §  17. 
And  it  is  generally  to  be  observed  that  even  raw  and 
valueless  color,  if  rightly  and  subtilely  gradated  will  in 
some  measure  stand  for  light,  and  that  the  most  trans- 
parent and  perfect  hue  will  be  in  some  measure  imsatis- 
factory,  if  entirely  unvaried.  I  believe  the  early  skies 
of  Eaflfaelle  owe  their  Imninousness  more  to  their  un- 
traceable and  subtile  gradation  than  to  inherent  quality 
of  hue. 

Such  are  the  expressions  of  infinity  which  we  find  in 
creation,  of  which  the  importance  is  to  be  estimated, 

rather  by  their  fi'equency  than  their  dis- 
riEhiir  implied  bj    ttnctnesa.    Iiot,  however,  the  reader  bear 

constantly  in  mind  that  I  insist  not  on  his 
accepting  any  interpretation  of  mine,  but  only  on  his 
dwelling  so  long  on  those  objects,  which  he  perceives  to 
be  beautiful,  as  to  detennine  whetlier  the  qualities  to 
which  I  trace  their  beauty,  be  necessarily  there  or  no. 
Farther  expressions  of  infinity  there  are  in  the  mystery 
of  nature,  and  in  some  measure  in  her  vastness,  but  these 
are  dependent  on  our  own  imperfections,  and  therefore, 
though  they  produce  sublimity,  they  are  unconnected 
with  beauty.  For  that  which  we  foolishly  coll  vastness 
is,  rightly  considered,  not  more  wonderful,  not  more  im. 
presaive,  than  that  which  we  insolently  call  littleness, 
and  the  infinity  of  God  is  not  mysterious,  it  is  only  un- 
fathomable, not  concealed,  but  incomprehensible:  it  is 
a  clear  infinity,  the  darkness  of  the  pure  unsearchable 


CHAPTER  TI. 

OF  UNITT,  OR  THE  TYPE  OF  THE   DITINE  OOMPHEHENSrVENEaS. 

"  All  things."  says  Hooker,  "  (God  only  excepted,)  be- 
sides the  nature  which  they  haye  in  themselves,  receive 
externally  some  perfection  from  other  „,  ^ 
things.  Hence  the  appearance  of  sepa-  cmemttun  oc  a- 
ration  or  isolation  m  anything,  ana  of  self- 
dependence,  is  an  appearance  of  imperfection :  and  all 
appearances  of  connection  and  brotherhood  are  pleasant 
and  right,  both  as  aignifieative  of  perfection  in  the 
things  united,  and  as  typical  of  that  Unity  which  we 
attribute  to  God,  and  of  which  our  true  conception  is 
rightly  explained  and  limited  by  Dr.  Brown  in  his  XCU. 
lecture ;  that  Unity  which  consists  not  in  his  own  single- 
ness or  separation,  but  in  the  necessity  of  his  inherence 
in  all  things  that  be,  without  which  no  creature  of 
any  kind  could  hold  existence  for  a  moment.  Which 
necessity  of  Divine  essence  I  think  it  better  to  speak  of 
as  comprehensiveness,  than  as  unity,  because  unity  is 
often  understood  in  the  sense  of  oneness  or  singleness, 
in8tea<:l  of  universality,  whereas  the  only  Unity  which  by 
any  means  can  become  grateful  or  an  object  of  hope  to 
men,  and  whose  types  therefore  in  material  things  can  be 
beautiful,  is  that  on  which  turned  the  last  words  and 
prayer  of  Christ  before  his  crossing  of  the  Kidron  brook. 
"  Neither  pray  I  for  these  alone,  but  for  them  also  which 
shall  believe  on  me  through  their  word.  That  they  all 
may  be  one,  as  thou,  Father,  art  in  me,  and  I  in  thee." 
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And  BO  there  is  not  any  matter,  nor  any  spirit,  nor  any 
creature,  bnt  it  is  capable  of  an  unity  of  some  kind  ivitji 

other  creatmes,  and  in  that  unity  is  its  per- 
an  ihhigB  is  *eir    fection  and  theirs,  and  a  pleasure  also  for 

the  beholding  of  all  other  creatures  that 
can  behold.  So  the  unity  of  spiritw  is  partly  in  their 
aympathy,  and  partly  in  their  giving  and  taking,  and 
always  in  their  love;  and  these  aie  their  delight  and 
their  strength,  for  their  strength  is  in  their  co-working 
and  army  fellowship,  ancl  their  delight  is  in  the  giving 
and  receiving  of  alternate  and  perpetual  currents  of 
good,  their  inseparable  dependency  on  each  other's 
being,  and  their  essentifd  and  perfect  depending  on  their  1 
Creator's :  and  so  the  unity  of  earthly  creatures  is  their  ' 
power  and  their  peace,  not  like  the  dead  and  cold  peace 
of  undisturbed  stones  and  solitary  mountains,  but  the 
living  peace  of  trust,  and  the  living  power  of  support, 
of  hands  that  hold  each  other  and  are  still :  and  so  the 
luiity  of  matter  is,  in  its  noblest  form,  the  organization 
of  it  whifb  builds  it  iip  into  temples  for  the  spirit,  and 
in  its  lower  form,  the  sweet  and  strange  affinity,  which 
gives  to  it  the  glory  of  its  orderly  elements,  and  the  fair 
variety  of  change  and  assimilation  that  turns  the  dust 
into  the  crystal,  and  separates  the  tvaters  that  be  above 
the  finnanent  from  the  waters  that  be  beneath,  and  in 
its  lowest  form ;  it  is  the  working  and  walking  and  cling-  ^ 
ing  together  that  gives  their  power  to  the  winds,  and 
its  syllables  and  soundings  to  the  air,  and  their  weight 
to  the  waves,  and  their  burning  to  the  sunbeams,  and 
their  stability  to  the  mountains,  and  to  every  creature 
■whatsoever  operation  is  for  its  glory  and  for  others' 
good. 

Now  of  that  which  is  thus  necessary  to  the  perfection 
of  all  things,  all  appearance,  sign,  type,  or  suggestion 
must  be  beautiful,  in  whatever  matter  it  may  appear. 
And  so  to  the  perfection  of  beauty  in  lines,  or  colors,  or 
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forms,  or  masses,  or  multitudes,  the  appearance  of  some 
species  of  unity  is  in  the  most  determined  sense  of  the 
word  essential. 

But  of  the  appearances  of  unity,  as  of  nnity  itself, 
there  are  several  kinds  which  it  will  be  found  hereafter 
convenient  to  consider  sepai-ately.  Thus  ,  g.  The  «e»Br.i 
there  is  the  unity  of  different  und  separate  aB''b1»c"uo"nB^! 
things,  subjected  to  one  and  the  same  in-  ^Jj^-  .^J  "^ 
flnence,  which  may  be  called  subjectional  "'«'°i»^ip. 
nnity,  and  thia  is  the  unity  of  the  clouds,  as  they  are 
driven  by  the  parallel  wimls,  or  as  they  are  onlered  by 
the  electric  currents,  and  this  the  unity  of  the  sea  waves, 
and  this  of  the  bending  and  undulation  of  the  forest 
masses,  and  in  creatures  capable  of  will  it  is  the  unity  of 
will  or  of  inspiration.  And  there  is  unity  of  origin, 
which  we  may  call  original  nnity,  which  is  of  thiugrs 
arising'  from  one  spring  and  source,  and  speaking  always 
of  this  their  brotherhood,  and  this  iu  matter  is  the  unity 
of  the  branches  of  the  trees,  and  of  the  petals  and  starry 
rays  of  flowers,  and  of  the  beams  of  light,  and  in  spiritual 
creatures  it  is  their  filial  i-elation  to  Him  from  whom 
they  have  their  being.  And  there  is  unity  of  sequence, 
which  is  that  of  things  that  form  links  in  chains,  and 
steps  in  ascent,  and  stages  in  journeys,  and  this,  in  mat- 
ter, is  the  unity  of  communicable  forces  in  their  continu- 
ance from  one  thing  to  another,  and  it  is  the  passing  up- 
wards and  downwards  of  beneficent  effects  among  all 
things,  and  it  is  the  melody  of  sounds,  and  the  beauty 
of  continuous  lines,  and  the  orderly  succession  of  motions 
and  times.  And  in  3i>iritual  creatures  it  is  their  own 
constant  building  up  by  true  knowledge  and  continuous 
reasoning  to  higher  perfection,  and  the  singleness  and 
straightforwardness  of  their  tendencies  to  more  complete 
comtnnnion  with  God.  And  there  is  the  unity  of  mem- 
bership, which  we  may  call  essential  unity,  which  is  the 
nnity  of  things  separately  imperfect  into  a  perfect  whole, 
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and  this  is  the  great  unity  of  which  other  unities  are  but 
parts  and  means,  it  is  in  matter  the  harmony  of  sounds 
and  consistency  of  bodies,  and  among  spiritual  creatures, 
their  love  and  happiness  and  very  life  in  God. 

Now  of  the  nature  of  this  last  kind  of  imity,  the  most 
important  whether  in  moral  or  in  those  material  things 

with  which  we  are  at  present  concerned, 
berehip.  How  ee-    there  is  this  necessary  to  be  observed,  that 

it  cannot  exist  between  things  similar  to 
each  other.  Two  or  more  equal  and  like  things  cannot 
be  members  one  of  another,  nor  can  they  form  one,  or  a 
whole  thing.  Two  they  must  remain,  both  in  nature  and 
in  our  conception,  so  long  as  they  remain  alike,  unless 
they  are  united  by  a  third  diflFerent  from  both.  Thus 
the  arms,  which  are  like  each  other,  remain  two  arms  in 
our  conception.  They  could  not  be  united  by  a  third 
arm,  they  must  be  united  by  something  which  is  not  an 
arm,  and  which,  imperfect  without  them  as  they  without 
it,  shall  form  one  perfect  body ;  nor  is  unity  even  thus 
accomplished,  without  a  difference  and  opposition  of  di- 
rection in  the  setting  on  of  the  like  members.  There- 
fore among  all  things  which  are  to  have  unity  of  mem- 
bership one  with  another,  there  must  be  difference  or 
variety  ;  and  though  it  is  possible  that  many  like  things 
may  be  made  members  of  one  body,  yet  it  is  remarkable 
that  this  structure  appears  characteristic  of  the  lower 
creatures,  rather  than  the  higher,  as  the  many  legs  of  the 
caterpillar,  and  the  many  arms  and  suckers  of  the  radi- 
ata,  and  that,  as  we  rise  in  order  of  being,  the  number 
of  similar  members  becomes  less,  and  their  structure 
commonly  seems  based  on  the  principle  of  the  unity 
of  two  things  by  a  third,  as  Plato  has  it  in  the  Timaeus, 

§n. 

Hence,  out  of  the  necessity  of  unity,  arises  that  of  va- 
riety, a  necessity  often  more  vividly,  though  never  so 
deeply  felt,  because  lying  at  the  surfaces  of  things,  and 
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aflBisted  by  an  inflnential  principle  of  our  antare,  the 
love  of  change,  and  the  power  of  contrast.  But  it  is  a 
mistake  which  has  led  to  many  unfortu-  .„  y^. 
nate  rtisulta,  in  matters  respecting  ai't,  to  ^mJ^J- 
insist  on  any  inherent  agreeableuess  of  variety,  without 
reference  to  a  farther  end.  For  it  is  not  even  true  that 
variety  as  such,  and  in  its  highest  degree,  is  beautiful. 
A  patched  garment  of  many  colors  is  by  no  means  bo 
agreeable  as  one  of  a  single  and  continuous  hue ;  the 
splendid  colors  of  many  birds  are  eminently  painful 
from  their  violent  separation  and  inordinate  variety, 
while  the  pure  and  colorless  swan  is,  under  certain  cir- 
cumstances, the  most  beautiful  of  all  feathered  creat- 
ures.* A  forest  of  all  manner  of  trees  is  poor,  if  not 
disagreeable  in  effect.f  a  mass  of  one  species  of  tree  is 
sublime.  It  is  therefore  only  harmonious  and  chordal 
variety,  that  variety  which  is  necessary  to  secure  and 
extend  unity,  (for  the  greater  the  number  of  objects, 
which  by  their  differences  become  members  of  one  an- 
other, the  more  extended  and  sulilime  is  their  unity,) 
which  is  rightly  agreeable,  and  so  I  name  not  variety  as 
essential  to  beauty,  because  it  is  only  ao  in  a  secondary 
and  casual  sense.| 

•  Compare  Clmp.  is.  S  ^'  note. 

t  Spenaer'B  variaua  forest  is  the  Forest  of  Error. 

t  It  must  be  mutter  of  no  Bmall  wonderment  to  practical  men  to 
observe  bow  grosaly  the  nature  and  connection  of  unity  and  variety 
liftve  been  misunderstood  and  misstated,  by  those  writers  npon  taate, 
who  biive  been  guided  by  no  experience  of  art ;  most  singuliitly  per- 
haps by  Mr.  Alison,  who,  confounding  unity  witii  uniformity,  and 
iendlng  his  readers  through  thirty  pagee  of  discussion  respecting  uni- 
formity and  vnriety,  the  intelligibitily  of  which  is  not  by  any  means 
increased  by  his  supposing  uniformity  to  be  cnpnlile  of  eiisicnce  la 
single  IbiQgs  ;  at  Inst  subatilules  for  these  two  terms,  eufflciently  con- 
tmdiclory  already,  those  of  similiirity  and  dissimilarfty,  the  recon- 
ciliation of  which  oppoai(«s  in  one  thing  we  must,  I  believe,  leave  Mr. 
Alison  to  accomplish. 
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Of  the  love  of  change  as  a  principle  of  hmnon  nature, 
and  the  pleasautuess  of  variety  resulting  from  it,  some, 
thing  has  already  been  said,  (Ch.  IV.  §  4,) 
only  as  there  I  was  opjtosing  the  idea  that 
our  beiug-  familial'  with  objects  was  the 
cause  of  our  delight  in  them,  so  here,  I  have  to  oppose 
the  contrary  position,  that  their  strangeness  is  the  cause 
of  it.  For  neither  familiarity  nor  strangeness  have 
more  operation  on,  or  coouectiou  with,  impressions  of 
one  sense  than  of  another,  and  they  have  less  power  over 
the  impressions  of  sense  generally,  thau  over  the  intel- 
lect in  its  joyful  accepting  of  fresh  knowledge,  and  dull 
contemplation  of  that  it  has  long  possessed.  Only  in 
their  operation  on  the  senses  they  act  contrarily  at  dif- 
ferent times,  as  for  instance  the  newness  of  a  dress  or  of 
some  kind  of  unaccustomed  food  may  make  it  for  a  time 
deligJitful,  but  as  the  novelty  passes  away,  so  also  may 
the  delight,  yielding  to  disgust  or  indifference,  which  in 
their  turn,  as  custom  begins  to  operatLi,  may  pass  into 
nflfectiun  and  craving,  aud  that  whieh  was  first  a  luxury, 
Eind  then  a  matter  of  inclifference,  becomes  a  necessity:  * 
whereas  in  subjects  of  the  intellect,  the  chief  delight 
they  convey  is  dependent  upon  their  being  newly  and 
vividly  comprehended,  and  as  they  become  subjects  of 
contemplation  they  lose  theii-  value,  and  become  taste- 
leas  and  unregarded,  except  as  instruments  for  the 
reaching  of  others,  only  that  though  they  sink  down  into 
the  shadowy,  effectless,  heaj)  of  things  indifferent,  which 
we  jiack,  and  crush  down,  and  stand  upon,  to  reach  things 
new,  they  sparkle  afresh  at  intervals  as  we  stir  them  by 
throwing  a  new  stone  into  the  heap,  and  letting  the 
newly  admitted  lights  play  upon  them.  And  l>oth  in 
subjects  of  the  intellect  and  the  senses  it  is  to  be  re- 
memliered,  that  the  love  of  change  is  a  weakness  and 

•  Kol  T*  Toiri  wpdrrfd' ToWltUii  TiSb'—rii  yhfi  iriyT^n  iiSii  Jir-  ica!  ri  »» 
TOjUUtw  ifii-    iu  i^otiy  liif  ylyynat  firraSilAAtii'.— ArUt.  Rhet.  1.11.% 
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imperfection  of  oar  natiire,  aud  implies  in  it  the  state  of 
probation,  and  that  it  is  to  teach  ub  that  things  about  ub 
here  are  not  meant  for  our  continual  possession  or  satis- 
faction,  that  ever  such  passion  of  change  was  put  in  us 
as  that  "custom  lies  upon  us  with  a  weight,  heavy  as 
frost,  and  deep  almost  as  life,"  and  only  sucli  weak  back 
and  baby  grasp  given  to  our  intellect  as  that  "  the  best 
things  we  do  are  painful,  and  the  exercise  of  them  griev- 
ous, being  continued  without  intermission,  so  as  in  those 
very  actions  whereby  we  are  especially  perfected  in  this 
life  we  are  not  able  to  persist."  And  so  it  , ,  rrtw  i  of 
will  he  found  that  they  are  the  weakest-  ehBoep.  now 
minded  aud  the  hardest- heai-teil  men  tliat 
most  love  variety  and  change,  for  the  weakest-minded 
are  those  who  both  wonder  most  at  things  new,  and 
digest  worst  things  old,  in  so  far  that  everything  they 
have  lies  rusty,  and  loses  lustre  for  want  of  use ;  neither 
do  they  make  any  stir  among  their  possessions,  nor  look 
over  them  to  see  what  may  be  made  of  them,  nor  keep 
any  great  store,  nor  are  householders  with  storehouses 
of  things  new  and  old,  but  they  catch  at  the  new-fash- 
ioned garments,  and  let  the  moth  and  thief  look  after 
the  rest;  and  the  hardest -hearted  men  are  those  that 
least  feel  the  endearing  and  binding  power  of  custom, 
and  hold  on  by  no  cords  of  affection  to  any  shore,  but 
drive  with  the  waves  that  cast  up  mire  and  dirt.  And 
certainly  it  is  not  to  be  held  that  the  perception  of 
beauty  and  desire  of  it,  are  greatest  in  the  hardest  heart 
and  weakest  brain  i  but  the  love  of  variety  is  so,  and 
therefore  variety  can  be  no  cause  of  the  beautiful,  except, 
as  I  have  said,  when  it  is  necessary  for  the  perception  of 
unity,  neither  is  there  any  better  test  of  that  which  is 
indeed  beautiful  than  its  surviving  or  annihilating  the 
love  of  change ;  and  this  is  a  test  which  the  best  judges 
of  art  have  need  frequently  to  iise ;  and  the  wisest  of 
them  will  use  it  always,  (or  there  is  much  in  art  that  but- 
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prises  by  its  brilliflDcy.  or  attracts  by  its  sinsularitT,  that 
csoi  hanily  bat  by  ouurse  of  time,  thoa^  aasarddly  it 
vill  by  courssfr  of  time,  be  winnowed  away  fzom  the  ri^ht 
and  real  beaaty  whose  retentive  power  is  foieva*  on  the 
ixiCTf:ase,  a  bread  of  the  soul  for  which  the  hnn^r  is  con- 
tinual. 

lU:ceiTing,  therefore,  rariety  only  as  that  which  ac- 
oompli.shes  unity,  or  makes  it  perceived,  its  operation  is 
t  %.  Tte  MAdae-  foond  to  be  veiy  precious,  both  in  that 
SSaJii  'ciLr*ci  which  I  have  called  unity  of  subjection, 
wo^^x^^Mi.  g^j  unity  of  sequence,  as  well  as  in  unity 

of  memlx;rship :  for  althou<rh  things  in  all  respects  the 
same  may,  indeed,  be  subjected  to  one  influence,  yet  the 
jK>wer  of  the  influence,  and  their  obedience  to  it,  is  best 
seen  by  varied  operation  of  it  on  their  individual  differ- 
ences, as  in  clouds  and  waves  there  is  a  glorious  unity  of 
roUin^r,  wrr^ught  out  by  the  wild  and  wonderful  difler- 
encf.'S  of  their  absolute  forms,  which,  if  taken  away, 
would  leave  in  them  only  multitudinous  and  petty  repe- 
tition, instead  of  the  majestic  oneness  of  shared  passion. 
And  H(}  in  the  waves  and  clouds  of  human  multitude 
when  they  are  filled  with  one  thought,  as  we  find  fre- 
quently in  the  works  of  the  early  Italiiiu  men  of  earnest 
purpr>s<?,  who  d<ispising,  or  happily  ignorant  of,  the 
H^ipliistications  of  theories,  and  the  proprieties  of  com- 
piisitioji,  indicated  by  perfect  similarity  of  action  and 
gesture  on  tli<i  one  hand,  and  by  the  infinite  and  truthful 
variatiijn  ot  expression  on  the  other,  the  most  sublime 
stroiigth  l)e(raus(;  the  most  absorbing  unity,  of  multitudi- 
ijons  piission  that  ever  human  heart  conceived.  Hence, 
in  tlie  cloister  of  St.  Mark's,  the  intense,  fixed,  statue- 
like sihiijce  of  ineffable  adoration  upon  the  spirits  in 
prison  at  th(j  feet  of  Clnist,  side  by  side,  the  hands  lifted, 
and  the  knees  Iwwed,  and  the  lips  trembling  together ;  * 

♦  Fni  Angclico's  fresco,  in  a  cell  of  the  upper  cloister.  He  treated 
(lie  Hnhj(;f:t  frequently.     Another  characteristic  example  occurs  in  the 
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and  in  St.  Domenico  of  Fiesole,*  that  whirlwind  rush 
of  the  Angels  and  the  redeemed  bouIs  round  about 
him  at  his  resurrection,  so  that  we  hear  the  blast  of 
the  horizontal  trumpets  mixed  with  the  dying  clangor 
of  their  ingathered  wings.  The  eame  great  feeling  oc- 
curs throughout  the  works  of  the  iseriouB  men,  though 
most  intensely  in  Angelico,  and  it  is  well  to  compare 
with  it  the  vileuess  and  falseness  of  all  that  succeeded, 
when  men  had  begun  to  briiis  to  the  cross  foot  their 
systems  instead  of  their  soitow.  Take  as  the  most 
marked  and  degraded  instance,  perhaps,  to  be  anj'where 
found,  Bronzino's  treatment  of  the  same  subject  {Christ 
visiting  the  spirits  in  prison,)  in  the  picture  now  in  the 
Tuscan  room  of  the  Uffizii,  which,  vile  as  it  is  in  color, 
vacant  in  invention,  void  in  light  and  shade,  a  heap  of 
cumbrous  nothingnesses,  and  sickening  offenaivenesses,  is 
of  all  its  voids  most  void  in  this,  that  the  academy  mod- 
els therein  huddled  together  at  the  bottom,  show  not  so 
much  unity  or  community  of  attention  to  the  academy 
model  with  the  flag  in  its  hand  above,  rb  a  street  crowd 
would  be  to  a  fresh-staged  charlatan.  Some  point  to  the 
God  who  has  burst  the  gates  of  death,  as  if  the  rest  were 
incapable  of  distinguishing  him  for  themselves,  and 
others  turn  their  backs  upon  him,  to  show  their  unagi- 
tated  faces  to  the  spectator. 

In  unity  of  sequence,  the  effect  of  variety  is  best  ex- 
emplified by  the  melodies  of  music,  wherein  by  the  dif- 
ferences of  the  notes,  they  are  connected  with  each  other 

Vita  di  Christo  of  llie  Aciulemy.  b.  series  now  un fortunately  destroyed 
by  the  picture  cleaners,  fiiraon  Memtni  in  Santa  Miiria  Novella 
(Chapelle  des  Espngnols)  has  jfiven  anoilier  very  beauliriil  instance. 
In  Giotto  the  principle  isuniverMi,  though  his  multitudes  are  Bone- 
whnt  more  dramaticallj  and  powerfully  vnried  in  gesture  thiin  An- 
gellco'a.  In  Mino  dit  Fiesiile's  altnr-piece  in  the  chur<;h  of  St.  Am- 
brogiot  at  Florence,  close  by  Coaimo  Rosselli's  fresco,  there  U  a 
bcAiitlFiit  example  in  marble. 
*  The  Predella  of  the  picture  behind  the  altir. 
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in  certain  pleasant  relations.  This  connection  takings 
place  in  quantities  is  proportion,  respecting  which  cer- 

19.  AndtowMds  **^  general  principles  must  be  noted,  as 
unity  of  aeqnence.  tj^e  subject  is  One  Open  to  many  errors, 
and  obscurely  treated  of  by  writers  on  art. 

Proportion  is  of  two  distinct  kinds.  Apparent :  when 
it  takes  place  between  qualities  for  the  sake  of  connec- 
1 10.  The  nature  *^^^  ovXy,  without  any  ultimate  object  or 
S^ippM«n?*prol  casual  necessity;  and  constructive:  when 
1*^°^  it  has  reference  to  some  function  to  be 

discharged  by  the  quantities,  depending  on  their  pro- 
portion. From  the  confusion  of  these  two  kinds  of  pro- 
portion have  arisen  the  greater  part  of  the  erroneous 
conceptions  of  the  influence  of  either. 

Apparent  proportion,  or  the  sensible  relation  of  quan- 
tities, is  one  of  the  most  important  means  of  obtaining 
unity  between  things  which  otherwise  must  have  re- 
mained distinct  in  similarity,  and  as  it  may  consist  with 
every  other  kind  of  unity,  and  persist  when  every  other 
means  of  it  fails,  it  may  be  considered  as  lying  at  the 
root  of  most  of  our  impressions  of  the  beautiful.  There  is 
no  sense  of  rightness,  or  wrongness  connected  with  it,  no 
sense  of  utility,  propriety,  or  expediency.  These  ideas 
enter  only  where  the  proportion  of  quantities  has  refer- 
ence to  some  function  to  be  performed  by  them.  It  ciin- 
not  be  assei-ted  that  it  is  right  or  that  it  is  >vrong  that 
A  should  bo  to  B,  as  B  to  C ;  unless  A,  B,  and  0  have 
some  desirable  openition  dependent  on  that  relation. 
But  nevertheless  it  may  be  highly  agreeable  to  the  eye 
that  A,  B,  and  C,  if  visible  things,  should  have  visible 
connection  of  ratio,  even  though  nothing  be  accomplished 
by  such  connection.  On  the  other  hand,  constructive 
proportion,  or  the  adaptation  of  quantities  to  functions, 
is  agreeable  not  to  the  eye,  but  to  the  mind;  which  is 
cognizant  of  the  function  to  be  performed.  Thus  the 
ph^asantnoss  or  rightness  of  the  proportions  of  a  column 
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deiienda  not  on  the  more  relation  of  diameter  aud  height, 
(which  is  not  proportion  at  all,  for  proportion  is  between 
three  terms  at  least,)  but  on  three  other  involved  tenns, 
the  strength  of  materials,  the  weight  to  be  borne,  and 
the  scale  of  tlie  buiUliug.  The  proportions  of  a  wooden 
column  are  wrong  in  a  stone  one,  and  of  a  small  build- 
ing wrong  in  a  large  one,*  and  this  owing  solely   to 

•  It  seems  never  lo  have  been  riglitly  unilerelood.  even  by  the  more 
intelligenl  among  our  architects,  that  proportiou  is  in  any  way  fon- 
necteil  wilh  positive  size  -.  it  seems  to  be  held  among  them  that  a  small 
building  may  be  expanded  to  a  large  one  merely  \>y  proportionally  ex- 
panding all  its  parts :  and  that  the  harmony  will  he  equally  agreeable 
on  whatever  seale  It  be  rendered.  Now  Ibis  Is  true  of  apparent  pro- 
portion, but  utterly  false  of  constructive;  and,  as  much  of  the  value  of 
architectural  proportion  ii  constructive,  the  error  is  oftcD  productive 
of  the  most  painful  results.  It  may  be  best  illustrated  by  observing 
the  conditions  of  proportion  in  animals.  Many  persons  have  thought- 
lessly claimed  admiration  for  the  strength— supposed  gigantic — of  in- 
sects and  smaller  animals ;  because  capable  of  lifiing  weights,  leaping 
distances,  and  surmounting  obatacles.  of  proportion  aplwrently  over- 
whelming. Thus  the  Formica  Herculanea  will  lift  in  its  mouth,  and 
brandish  like  a  baton,  sticks  thicker  Ihaji  itself  and  six  times  its  IcDgtb, 
ail  the  while  scrambling  over  crags  of  about  the  proportionate  height  of 
the  Cliffs  of  Dover,  three  or  fouriuaminule.  There  is  nothing  extra- 
ordinary in  this,  nor  any  exertion  of  strength  neceaaarily  greater  than 
human,  in  proirartion  lo  the  slKe  of  tlie  body.  For  it  is  evident  that  if 
the  size  and  strength  of  any  creature  be  expanded  or  diminished  in  pro- 
portion to  each  other.  Ihe  distance  through  which  it  can  leitp,  the  time' 
It  can  maintain  exertion,  or  any  other  third  term  resultant,  remains 
constant ;  that  is,  diminish  weight  of  powder  and  of  bail  propoKion- 
atety,  and  the  distance  carried  is  constant  or  nearly  so.  Thus,  a  graaa- 
hopper.  a  man.  and  a  giant  IQO  feet  high,  supposing  their  muscular 
Btrengtii  equally  proportioned  to  their  size,  can  or  could  all  leap,  not 
proportionale  distance,  but  the  same  or  nearly  the  same  distance — say. 
four  feet  the  grasshopper,  or  forty -eight  times  bis  length  ;  six  feet  the- 
man  or  bis  length  exactly ;  ten  feet  the  giant  or  Ihe  tenth  of  his  length. 
Hence  all  small  animals  can,  atterii  panbu§,  perform  feats  of  strength 
and  agili^,  exactly  so  much  greater  than  those  to  be  executed  by  large 
ones,  as  the  animals  themselves  are  smaller ;  and  to  enable  an  elephant 
to  leap  like  a  grasshopper,  be  most  be  endowed  with  strength  a  million 
times  greater  in  propvrlion  to  his  size.  Now  the  consequence  of  this 
geoeral  mechanical  law  is,  that  as  we  increase  the  acsie  of  animals, 
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mechanical  considerations,  wliicli  have  no  more  to  do 
with    ideas  of   beauty,  than  the  relation  between  the 

their  means  of  power,  whether  muscles  of  motioD  or  bones  of  support, 
must  be  iocrcLUitKl  in  tt  more  than  proportianal^  degree,  or  they  l>e- 
come  utterly  uowieldj,  ond  juciipablc  of  motion  ;— nnd  tiicre  ia  a  limit 
to  this  iucrease  of  strength.  If  the  clcpluLiiI  had  legs  us  luug  ns  u 
spider's,  no  nnoibluatlDa  of  aaimal  matter  that  could  be  hide-bound 
would  have  strength  enough  to  move  them  :  to  aupport  the  megathe- 
rium, ne  must  bttvea  humerus  a  foot  in  diamcier.  though  perhaps  nut 
more  than  two  feet  long,  and  that  in  a  vertical  position  under  hfm, 
while  the  goat  can  hang  on  Ihc  window  frame,  and  poise  himself  to 
etiug,  in  the  middle  of  crooke-d  sUlts  like  threads  ;  stretched  out  to  ten 
times  the  breadth  of  bis  body  on  each  side.  lucrease  the  size  of  the 
megHtheiiiim  a  little  more,  and  no  phosphate  of  lime  will  bear  him  : 
he  would  crush  his  own  legs  to  powder.  (Compare  Sir  Charles  Belt, 
"  Bridgewater  Treatise  ou  the  Hand."  p.  896,  and  the  note.)  Hence 
there  la  not  only  a  limit  to  the  size  of  animals,  in  the  conditions  of  mat- 
ter, but  to  their  activity  also,  the  largest  being  always  least  capable  of 
exertion  ;  and  this  would  be  the  case  to  a  far  greater  extent,  but  that 
nature  beneficently  alters  her  proportions  as  she  increases  her  scale  : 
giving,  as  we  have  seen,  long  legs  iind  enormous  wings  to  the  smaller 
tribc!,  and  short  aLd  thick  proportion  to  the  larger.  So  In  vegetables 
— compare  the  stalk  of  an  ear  of  oat,  and  the  trunk  of  a  pine,  llie  me- 
chanical relations  being  In  both  the  same.  So  also  in  waves,  of  which 
the  large  never  can  be  mere  exaggerations  of  the  small,  but  have  dif- 
ferent slopes  and  curvatures  :  so  in  mountains  and  all  things  else,  neces. 
sarily,  and  from  ordinary  me4;bauical  laws.  Whence  In  architecture, 
according  to  the  scale  of  the  building,  its  proportions  must  be  altered  ; 
and  I  hnve  no  hesitation  In  calling  that  unmeaning  exaggeration  of 
parts  in  8i-  Peter's,  of  flutlngs,  Tolutes,  friezes,  etc,,  in  the  propor- 
tions of  a  smaller  building,  a  vulgar  blunder,  and  one  that  destroys  all 
the  majesty  that  the  building  ought  to  have  hod — and  still  more  I 
should  so  call  all  ImitBtions  and  adaptations  of  large  buildings  on  a 
amall  scale.  The  true  test  of  right  proportion  is  that  it  shall  itself  in- 
form us  of  the  scale  of  the  building,  and  be  such  that  even  In  a  draw- 
ing it  shall  instantly  induce  the  conception  of  the  actual  size,  nr  size 
Intended.  I  know  not  what  Puseli  means  by  that  aphorism  of  bis  ; — 
"  Disproportion  of  parts  is  the  element  of  hugencu — proportion,  of 
grandeur.  All  Gothic  styles  of  Architecture  are  huge.  The  Greek 
alooe  is  grand."  When  a  building  i»  vast,  it  ought  to  look  so :  and  the 
proportion  is  right  which  exhibits  its  vastocss.  Nature  loses  no  size 
by  her  proportion  ;  her  buttressed  mountains  have  more  of  Gothic  than 
of  Greek  in  them. 
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anna  of  a  lever,  adapted  to  the  raising  of  a  given  weight ; 
and  yet  it  is  highly  agreeable  to  perceive  thut  such  con- 
structive proportion  has  been  duly  observed,  aa  it  is 
agreeable  to  see  that  anything  is  fit  for  its  purpose  or 
for  ours,  and  also  that  it  has  been  the  result  of  intelli- 
gence in  the  workman  o(  it,  so  that  we  sometimes  feel  a 
pleasure  in  apparent  nou -adaptation,  if  it  be  a  sign  of  in- 
genuity ;  as  in  the  unnatural  and  seemingly  impossible 
lightness  of  Gothic  spires  and  roofs. 

Now,  the  errors  against  which  I  would  cantion  the 
reader  in  this  matter  are  three.  The  first,  is  the  over- 
looking or  denial  of  the  power  of  apparent  proportion, 
of  which  power  neither  Burke  nor  any  other  writer 
whose  works  I  have  met  with,  takes  cognizance.  The 
second,  is  the  attribution  of  lieauiif  to  the  appeai'ances  of 
constructive  proportion.  The  third,  the  denial  with 
Burke  of  uuy  value  or  agreeableness  in  constructive  pro- 
portion. 

Now,  the  full  proof  of  the  influence  o!  apparent  pro- 
portion,  I  must  reserve  for  illustration  by  diagram ;  one 
or  two  instances  however  may  be  given  ^t    ,  ,  -h.    i 
present  for  the  better  understanding  of  its    appirent  propor- 
nature. 

We  have  already  asserted  that  all  corves  are  more 
beautiful  than  right  lines.  All  curves,  however,  are  not 
equally  beautiful,  and  their  differences  of  beauty  depend 
on  the  different  proportions  borne  to  each  other  by  those 
infinitely  small  right  lines  of  which  they  may  be  con- 
ceived as  composed. 

When  these  lines  are  equal  and  contain  equal  angles, 
there  can  be  no  connection  or  unity  of  sequence  in  them. 
The  refinJting  curve,  the  circle,  is  therefore  the  least 
beautiful  of  all  curves. 

When  the  lines  bear  to  each  other  some  certain  pro- 
portion? or  when,  the  lines  remaining  equal,  the  angles 
vary ;  or  wlien  by  any  means  whatsoever,  and  in  what- 
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ever  complicated  modes,  Buch  differences  as  shall  iui- 
ply  connection  are  established  between  the  iniiuitely 
small  segments,  the  resulting  cnrves  bei-ome  beautiful. 
The  simplest  of  the  lieautiful  curves  aie  the  conic, 
and  the  various  spirals;  but  it  is  a&  rash  as  it  is  diiS- 
cult  to  endeavor  to  trace  any  ground  of  superiority  or 
inferiority  among  the  infinite  numberH  of  the  higher 
curves.  I  believe  that  almost  all  are  beautiful  in 
their  own  nature,  and  that  their  comparative  beauty 
depends  on  the  constant  quantities  involved  in  their 
equations.  Of  this  point  I  shaU  speak  hereafter  at 
greater  length. 

The  universal  forces  of  nature,  and  the  individual 
energies  of  the  matter  submitted  to  them,  are  so  ap- 
iis.  Howbyiui-  pointed  and  balanced,  that  they  are  con- 
nraaboined.  tinually  bringing  out  curves  of  this  kind 

in  all  visible  forms,  and  that  circular  lines  become  nearly 
impossible  under  any  circumstances.  The  gradual  accel- 
eration, for  instance,  of  velocity,  iu  streams  that  descend 
from  hillsides,  as  it  gradually  increases  their  power  of 
erosion  increases  in  the  same  gradual  degree  the  rate  of 
curvature  iu  the  descent  of  the  slope,  until  at  a  certain 
degree  of  steepness  this  descent  meets,  and  is  concealed 
by  the  right  line  of  the  detritus.  The  jimction  of  this 
right  lino  with  the  plain  is  again  modified  by  the  farther 
bounding  of  the  larger  blocks,  and  by  the  successively 
diminishing  proportion  of  landslips  caused  by  erosion 
at  the  bottom,  so  that  the  whole  line  of  the  hiU  is  one  of 
curvature,  first,  gradually  increasing  in  i-apidity  to  the 
maximum  steepness  of  which  the  particular  rock  is  cap- 
able, and  then  decreasing  in  a  decreasing  ratio,  nntU  it 
arrives  at  the  plain  level.  This  type  of  form,  modified 
of  course  more  or  less  by  the  original  boldness  of  the 
mountain,  and  dependent  both  on  its  age,  its  constituent 
rock,  and  the  circumstances  of  its  exposure,  is  yet  in  its 
general  formula  ax>plicable  to  all.     Ho  the  curves  of  all 
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thinffs  in  motion,  aud  of  all  organic  forms,  most  mdely 
and  simply  in  the  shell  spiralB,  and  in  their  most  com- 
plicate<l  development  in  the  muscular  lines  of  the  higrher 
animals. 

This  influence  of  apparent  proportion,  a  proportion,  be 
it  observed,  which  has  no  reference  to  ultimate  ends,  but 
which  is  itself,  seemingly,  the  end  and  object  of  opera- 
tion in  many  of  the  forces  of  nature,  is  therefore  at  the 
root  of  all  our  delight  in  any  beautiful  form  -whatsoever. 
For  no  form  can  be  beautiful  which  is  not  composed  of 
corves  whose  unity  is  secured  by  relations  of  this  kind. 

Not  only  however  in  cun'ature,  but  in  all  associations 
of  lines  whatsoever,  it  is  desirable  that  there  should  be 
reciprocal  relation,  and  the  eye  is  unhappy 
■without  perception  of  it.  It  is  utterly  vain  Pr?P°rJ  |£'°'™'' 
to  endeavor  to  reduce  this  proportion  to 
finite  rules,  for  it  is  as  various  as  musical  melody,  and 
the  laws  to  which  it  is  subject  are  of  the  same  general 
kind,  so  that  the  determination  of  right  or  wToug  pro- 
portion is  aa  much  a  matter  of  feeling  and  experience  as 
the  appreciation  of  good  musical  composition ;  not  but 
that  there  is  a  science  of  both,  and  principles  which  may 
not  be  infringed,  but  that  within  these  limits  the  liberty 
of  invention  is  infinite,  and  the  degrees  of  excellence  in- 
finite also,  whence  the  curious  error  of  Burke  in  imagin- 
ing that  because  he  could  not  fix  upon  some  one  given 
proportion  of  lines  as  better  thau  any  other,  therefore 
proportion  had  no  value  nor  influence  at  all,  which  is 
the  same  aa  to  conclude  that  there  is  no  such  thing  as  mel- 
od.v  in  music,  because  there  are  melodies  more  than  one. 

The  argument  of  Burke  on  this  subject  is  summed  up 
in  the  following  wortls  t — "  Examine  the  head  of  a  beau- 
tiful horse,  find  what  proportion  that  bears 
to  his  body  and  to  his  limbs,  and  what  re-    Inriie in^uiSmu- 
lations  these  have  to  each  other,  and  when    ^'' 
yon  have  settled  these  proportions,  as  a  standard  of 
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beauty,  then  take  a  dog-  or  cat,  or  any  other  animal,  and 
examine  how  far  the  same  proportionB  between  their  heads 
and  their  necks,  between  those  and  the  body,  and  so  on, 
are  found  to  hold ;  I  thiiik  we  may  safely  say,  that  they 
differ  in  eveiy  Bpecies,  yet  that  there  ai-e  individuals 
found  in  a  great  many  species,  so  differing,  that  have  a 
very  striking  beauty.  Now  if  it  be  allowed  that  very 
different,  and  even  contrary  forms  and  dispositions,  are 
consistent  with  beauty,  it  amounts,  I  believe,  to  a  con- 
cession, that  no  certain  measures  operating  from  a  natu- 
ral principle  are  necessary  to  produce  it,  at  least  so  far 
as  the  brute  species  is  concemetl." 

In  this  argument  there  are  three  very  palpable  falla- 
cies-  the  first  is  the  roug^h  application  of  measurement 
to  the  heads,  necks,  and  limbs,  without  obser\'ing  the 
subtile  differences  of  proportion  and  position  of  parts  in 
the  members  themselves,  for  it  would  be  strange  if  the 
different  adjustment  of  the  oars  and  brow  in  the  dog  and 
horse,  did  not  requii-e  a  harmonizing  difference  of  ad- 
justment in  the  head  and  neck.  The  second  fallacy  is 
tliat  above  specified,  the  supposition  that  proportion 
cannot  be  beautiful  if  susceptible  of  variation,  whereas 
the  whole  meaning  of  the  term  has  reference  to  the  ad- 
justment and  functional  correspondence  of  infinitely 
variable  quantities.  And  the  third  error  is  the  oversight 
of  the  very  important  fact,  that,  although  "  different  and 
even  contrary  forms  and  dispositions  are  consistent  with 
beauty,"  they  are  by  no  means  consistent  with  equal 
degrees  of  lieauty,  so  that,  while  we  find  in  all  the  pres- 
ence of  such  proportion  and  harmony  of  form,  as  gifts 
them  with  positive  agreeablenesa  consistent  with  the 
station  and  dignity  of  each,  we  perceive,  also,  such  supe- 
riority of  proportion  in  some  (as  the  horse,  oagle,  lion, 
and  man  for  instance)  as  may  best  be  in  harmony  with 
the  nobler  functions  and  more  exalted  powers  of  the  an- 
imals. 
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And  this  allowed  Buperiority  of  some  animal  forms  to 
otbera  is,  iii  itself,  argument  against  the  second  error 
above  named,  that  of  attributing  the  sensa- 
tion of  beauty  to  the  perception  of  espedi-  nrolioitio^"  " 
ent  or  constructive  proportion.  For  every-  """"  n  p  n  . 
thing  that  God  has  made  is  equally  wall  constructed 
with  reference  to  its  intended  functions.  But  all  thingrs 
are  not  equally  beautiful.,  The  megatherium  is  abso- 
lutely as  well  proportioned,  with  the  view  of  adaptation 
of  parts  to  purposes,  as  the  horse  or  the  swan ;  but  by  no 
means  so  handsome  as  either.  The  fact  is,  that  the  per- 
ception of  espedieney  of  proportion  can  but  rarely  affect 
our  estimates  of  beauty,  for  it  implies  a  knowledge  which 
we  very  rarely  and  imperfectly  possess,  and  the  want  of 
which  we  tacitly  acknowledge. 

Let  us  consider  tliat  instance  of  the  proportion  of  the 
stalk  of  a  plant  to  its  head,  given  by  Burke.  In  order 
to  judge  of  the  expediency  of  this  proportion,  we  must 
know,  First,  the  scale  of  the  plant  (for  the  smaller  the 
scale,  the  longer  the  stem  may  safely  be).  Secondly,  the- 
toughness  of  the  materials  of  the  stem  and  the  mode  of 
their  mechanical  structure.  ThirfUy,  the  specific  gravity 
of  the  head.  Fourthly,  the  position  of  the  head  which 
the  nature  of  fructification  requires.  Fifthly,  the  acci- 
dents and  influences  to  which  the  situation  for  which  the 
plant  was  created  is  exposed.  Until  we  know  all  this, 
we  cannot  say  that  proportion  or  disproportion  exists, 
and  because  we  cannot  know  all  this,  the  idea  of  expedi- 
ent proportion  enters  but  slightly  into  our  impression 
of  vegetable  beauty,  but  rather,  since  the  existence  of 
the  plant  proves  that  these  proportions  have  been  ob- 
served, and  we  know  that  nothing  but  our  own  ignorance 
prevents  us  from  perceiving  them,  we  take  the  propor- 
tion on  credit,  and  are  delighted  by  the  variety  of  results 
which  the  Divine  intelligence  hns  attained  in  the  various 
involations  of  these  quantities,  and  perhaps  moat  when, 
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to  outward  appearance,  sach  proportione  have  been  vio- 
lated ;  more  by  the  slendemess  of  the  campannla  than 
the  security  of  the  pine. 

What  is  obscure  in  plants,  is  utterly  incomprehensible 
in  animals,  owing'  to  the  greater  niimber  of  means  em- 
ployed and  functions  performed.     To  iudge 
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of  expedient  proportion  in  them,  we  must 
know  all  that  each  member  has  to  do,  all  its  bones,  all 
its  muscles,  and  the  amount  of  nervous  energy  communi- 
cable  to  them ;  and  yet,  forasmuch  as  we  have  more  ex- 
perience and  instinctive  sense  of  the  strenglih  of  muscles 
than  of  wood,  and  more  practical  knowledge  of  the  use 
of  a  head  or  a  foot  thao  of  a  flower  or  a  stem,  we  are 
much  more  likely  to  presume  upon  our  judgment  re- 
specting proportionB  here,  we  are  very  apt  to  assert  that 
the  plesioaaurus  and  camelopard  have  necks  too  long, 
that  the  turnspit  has  legs  too  short,  and  the  elephant  a 
body  too  ponderons. 

But  the  painfulness  arising  from  the  idea  of  this  being' 
the  case  is  occasioned  partly  by  our  sympathy  with  the 
animal,  partly  by  our  false  apprehension  of  ineomple- 
tiou  in  the  Divine  work,*  nor  in  either  case  has  it  any 
connection  with  impressions  of  that  typical  beauty  of 
which  we  are  at  present  speaking ;  though  some,  per- 
haps, with  that  vital  beauty  which  will  hereafter  come 
under  discussion. 

I  wish  therefore  the  reader  to  hold,  respecting  propor- 
tion generally,  First,  That  apparent  proportion,  or  the 
melodious  connection  of  quantities,  is  a 
cause  of  unity,  and  therefore  one  of  the 
sources  of  all  beautiful  form.  Secondly,  That  construc- 
tive proportion  is  agreeable  to  the  mind  when  it  is 
known  or  supposed,  and  that  its  seeming  absence  ia 
painful  in  a  like  degree,  but  that  this  pleasure  and  pain 

•  For  tlie  just  nud  sevurp  reproof  of  which,  compare  Sir  Oharies 


■ 


JI,  (on  the  hnnd,)  pp.  31,  33. 
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have  nothing  in  common  with  those  dependent  on  ideas 
of  beauty. 

Farther  illustrations  of  the  value  of  unity  I  shall  re- 
serve for  our  detailed  examination,  as  the  bringing  them 
forward  here  would  interfere  with  the  general  idea  of  the 
subject-matter  of  the  theoretic  faculty  which  I  wish  suc- 
cinctly to  convey. 


CHAPTER  Vn. 


OF  REPOSE,  OE  THE  TYPE  OF  DIVIKE  PERHANENCK 

There  is  probably  no  necessity  more  imperatively  fdt  I 
by  the  artist,  no  teat  more  iinfailiuff  of  the  greatness  f^M 
It. uaiTGiHiteei-    ortistical  treatment,  than  that  of  the  ap-I 
m^^o"?^    pearaaice  of  repose,  and  yet   there  i 
"*"■  '"'°'''*™-    quality  whose  semblance  in  m(>re  matter  ia: 
more  difficult  to  define  or  illustrate.     Nevertheless,  I  b»- 1 
lieve  that  onr  instinctive  love  of  it,  as  well  as  the  cause  1 
to  which  I  attribute  that  love,  (although  here  also,  as  in.  1 
the  former  cases,  I  contend  not  for  the  interpretation, 
but  for  the  fact,)  wiU  be  readily  allowed  by  the  reader. 
As  opposed  to  passion,  cbangefulness,  or  laborious  exer- 
tion, repose  is  the  especial  and  separating  characteristio 
of  the  eternal  mind  and  power :  it  is  the  "  I  am  "  of  the 
Creator  opposed  to  the  "  I  become  "  of  all  creatures ;  it  is 
the  sign  alike  of  the  BUpreme  knowledge  which  ia  inca- 
pable of  surprise  the  supreme  power  which  is  incapable 
of  labor,  the  supreme   volition  which   is  incapable  of 
change  -,  it  is  the  atillueaa  of  the  lieams  of  the  eternal 
chambers  laid  upon  the  variable  watei-s  of  ministering 
creatures;  and  aa  we  saw  before  that  the  infinity  which 
was  a  type  of  the  Divine  nature  on  the  one  hand,  became 
yet  more  desirable  on  the  other  from  its  peculiar  address  i 
to  our  prison  hopes,  and  to  the  expectations  of  an  unsat*  ] 
isfied  and  unaccompliahed  existence,  ao  the  typea  of  this 
third  attribute  of  the  Deity  might  seem  to  have  been  ren- 
dered farther  attractive  to  mortal  instinct,  through  the 
infliction  upon  the  fallen  creature  of  a  curae  necessitating^ 


OF  REPOSE, 


297 


a  labor  once  nnuatural  and  Btill  most  painful,  bo  that  the 
desire  of  rest  planted  in  the  heart  is  no  sensual  nor  un- 
worthy one,  but  a  longiug  for  renovation  and  for  escape 
from  a  state  whose  every  phase  is  mere  prepai'ation  for 
another  equally  transitory,  to  one  in  which  permanence 
shall  have  become  i)oasible  throuKh  perfection.  Hence 
the  great  call  of  Christ  to  men,  that  call  on  which  St. 
Angustine  fixed  essential  expression  of  Christian  hope, 
is  accompanied  by  the  promise  of  rest ;  *  and  the  death 
bequest  of  Christ  to  men  is  peace. 

Bepose,  as  it  is  expressed  in  material  things,  is  either 
a  simple  appearance  of  permanence  and  quietness,  as  in 
the  massy  forms  of  a  mountain  or  rock, 
accompanied  by  the  lulling  effect  of  all  eipnwBed  lii  nut- 
mighty  sight  and  sound,  which  all  feel  and 
none  define,  (it  would  be  less  sacred  if  more  explicable,) 
tv%avai.v  Siopiiov  Kopvijxii  Tt  koI  ijidpayyK,  or  else  it  is  repose 
proper,  the  rest  of  things  in  which  there  is  vitality  or 
capability  of  motion  actual  or  imagined ;  and  with  respect 
to  these  the  exi)re9Bion  of  repose  is  greater  in  proportion 
to  the  amount  and  sublimity  of  the  action  which  is  not 
taking  place,  as  well  as  to  the  intensity  of  the  negation 
of  it.  Tliua  we  speak  not  of  repose  in  a  stone,  because 
the  motion  of  a  stone  has  nothing  in  it  of  energy  nor 
vitality,  neither  its  repose  of  stability.  But  having  once 
seen  a  great  rock  come  down  a  monutain  side,  we  have  a 
noble  sensation  of  its  rest,  now  bedded  immovably  among 
the  under  fern,  because  the  power  and  tearfulness  of  its 
motion  were  groat,  and  its  stability  and  negation  of 
motion  are  now  gi-eat  in  proportion.  Hence  the  imagi- 
nation, which  delights  in  nothing  more  than  the  enhanc- 
ing of  the  characters  of  repose,  effects  this  usually  by 
either  attributing  to  things  visibly  energetic  an  ideal 
stabiHty.  or  to  things  risibly  stable  an  ideal  activity  or 
Titality.    Hence  Wordsworth,  of  the  cloud,  which  in  it- 
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self  having  too  much  of  chttngefulnesB  for  his  purpose,  is 
spoken  of  as  one  "  that  Leareth  not  the  loud  wiuds  whuii 
they  call,  ami  moveth  altogether,  if  it  move  at  all."  And 
again  of  children,  which,  that  it  may  remove  from  them 
the  child  restlessness,  th  e  imagination  conceives  as  rooted 
flowers  "  Beneath  an  old  gray  oak,  as  violets,  lie,"  On 
the  other  hand,  the  scattered  rocks,  which  have  not,  as 
such,  vitality  enough  for  rest,  are  gifted  with  it  by  the 
living  image  :  they  "  lie  couched  around  us  like  a  flock 
of  sheep." 

Thus,  as  we  saw  that  unity  demauded  for  its  expression 

what  at  first  might  have  seemed  its  contrary  (variety)  so 

repose  demands  for  its  expression  the  im- 

toreposflotuiim-    plied  Capability  of  its  opposite,  energv. 

plied ouerg)'.  .  ..  ■  ■       -.       ,  ■,      ,    ,. 

and  this  even  in  its  lower  manifestations, 
iniYxsks  and  stones  and  trees.  By  comparing  the  modes 
in  which  the  mind  is  disposed  to  regard  the  boughs  of  a 
fair  and  vigoi-ous  tree,  motionless  iu  the  summer  air, 
with  the  eS'ect  produced  by  one  of  these  same  boughs 
hewn  square  and  used  for  threshold  or  lintel,  the  reader 
will  at  once  perceive  the  connection  of  vitidity  with  re- 
pose, and  the  iJart  they  both  bear  in  beauty. 

But  that  which  in  lifeless  things  ennobles  them  by 
seeming  to  indicate  life,  ennobles  higher  ci-eatures  by 
i  *.  MoniHi  repoM.  indicating  the  exaltation  of  their  earthly 
fiow  uobie.  vitality  iuto  a  Divine  vitality ;  and  raising 

the  life  of  sense  into  the  life  of  faith — faith,  whether 
we  receive  it  in  the  sense  of  adherence  to  resolution, 
obedience  to  law,  regarilfulness  of  promise,  in  which 
from  all  time  it  has  been  the  test  as  the  shield  of 
the  true  being  and  life  of  man,  or  in  the  still  higher  sense 
of  trustfulness  in  the  presence,  kindness,  and  word  of 
God;  iu  which  form  if  has  been  exhibited  nnder  the 
Christian  dispensation.  For  whether  in  one  or  other  form, 
whether  the  faithfulness  of  men  whose  path  is  chosen  and 
portion  fixed,  in  the  following  and  receiving  of  that  path 
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and  portion,  as  in  the  Tbermopylas  camp  ;  or  the  happier 
faithfulness  of  children  in  the  good  giving  of  their 
Father,  and  of  suhjects  in  the  conduct  of  their  king,  as 
in  the  "  Stand  still  and  see  the  salvation  of  God  "  of  the 
Red  Sea  shore,  there  is  rest  and  peaceful ntssts,  the  "  stand- 
ing still "  in  both,  the  quietnesH  of  action  determined,  of 
spirit  uualarmed,  of  expectation  uuimpatient :  beautiful, 
even  when  based  only  as  of  old,  on  the  self-command  and 
self-possession,  the  persistent  dignity  or  the  uncalculat- 
ing  love  of  the  creature,*  but  more  beautiful  yet  when 
the  rest  is  one  of  humility  instead  of  pride,  and  the  trust 
no  more  in  the  resolution  we  ha,ve  taken,  but  in  the  hand 
we  hold 

Hence  I  think  that  there  is  no  desire  more  intense  or 
more  exalted  than  that  which  exists  in  all  rightly  dis- 
ciplined minds  for  the  evidences  of  repose  .  g  ^^  nairotwu 
in  external  signs,  and  what  I  cautiously  ^™  •»  » i«i  of 
said  respecting  infinity,  I  say  fearlessly  re- 
specting repose,  that  no  work  of  art  can  be  great  without 
it,  and  that  all  art  is  great  in  proportion  to  the  appear- 
ance of  it.  It  is  the  moat  unfailing  test  of  beauty,  wheth- 
er of  matter  or  of  motion,  nothing  can  be  ignoble  that 
possesses  it,  nothing  right  that  has  it  not,  and  in  strict 
proportion  to  its  appearance  in.  the  work  is  the  majesty 

*  "  The  universnl  iaaltact  or  repoae, 

The  longing  for  conflrmed  tranqultlily 
Inward  and  outward,  humble,  yet  aubllme. 
The  life  where  hope  aud  memory  are  as  one. 
Earth  quiet  and  unchanged ;  the  human  soul 
Consistent  in  self  rule  ;  and  heaven  revealed 
To  meditatioa,  in  that  quietness." 

WoKDHWORTH.  Excursion,  Book  lii. 
Bui  compare  carefully  (for  this  is  put  into  the  tnouibof  one  diseased 
in  thought  and  erring  in  seeking)  the  opening  of  the  ninth  book  ;  and 
observe  the  difference  between  the  mildew  of  inaction, — the  slumber 
of  Death ;  and  the  Patience  of  the  Saints— the  Rest  of  the  Sabbath 
Eternal.  (Bev,  xiv.  18.) 
Compare  also,  Chap.  !■  g  6. 
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of  mind  to  be  inferred  in  the  artificer.  Without  reg'artl 
to  other  qualities,  we  may  look  to  this  for  our  evidence, 
and  by  the  seai'ch  for  this  alone  we  may  be  led  to  the  re- 
jection of  all  that  is  base,  and  the  accepting  of  all  that  is 
good  and  great,  for  the  paths  of  wisdom  are  all  peace. 
We  aiinJl  see  by  this  li^ht  three  colossal  images  stand- 
ing- up  aide  by  side,  looming  in  their  grtiat  rest  of  spirit- 
uality above  the  whole  world  horizon,  Phidias,  Michael 
Angelo,  iuid  Dante ;  and  then,  separated  from  their  great 
religious  thrones  only  by  less  fulness  and  eaniostness  of 
Faith,  Homer  and  Hhakspeare ;  and  from  these  we  may 
go  down  step  by^  step  among  the  mighty  men  of  every 
age,  securely  and  certainly  observant  of  diminished  lus- 
tre in  every  appearance  of  restlessness  and  effort,  until 
the  last  tra«e  of  true  inspiration  vanishes  in  the  totter- 
ing affectations  or  the  tortured  insanities  of  modem 
times.  There  is  no  ai-t,  no  pursuit,  whatsoever,  but  its 
results  may  be  classed  by  this  test  alone ;  everything  of 
evil  is  betrayed  and  winnowed  away  by  it,  glitter  and 
eonfusioD  and  glare  of  color,  inconsistency  or  absence  of 
thought,  forced  expression,  evil  choice  of  subject,  over 
accumulation  of  materials,  whether  in  painting  or  litera- 
ture, the  shallow  and  unreflecting  nothingness  of  the 
English  schools  of  art,  the  strained  and  disgusting  hor- 
rors of  the  French,  the  distorted  feverishness  of  the  Ger- 
man : — pretence,  over  decoration,  over  division  of  parts 
in  architecture,  and  again  in  music,  in  acting,  in  dancing, 
in  whatsoever  art,  great  or  mean,  there  Eire  yet  degrees 
of  greatness  or  meanness  entirely  dependent  on  this 
single  quality  of  repose. 

Particular  instances  are  at  present  both  needless  and 
cannot  but  be  inadequate ;  needless,  because  I  sujipose 
that  every  reader,  however  limited  his  ex- 
v^  LawiKm  and    pevience  of  art,  can  supply  many  for  him- 
self, and  inadequate,  because  no  number  of 
them  conld  illustrate  the  full  extent  of  the  influence  of  the 
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expreBsion.  I  believe,  however,  that  by  t^omparmg  the 
disgusting  convuleioiiB  of  the  Laocoon,  with  the  Elgin 
Theseus,  we  may  obtain  a  geoeral  idea  of  the  effect  of 
the  influence,  as  shown  by  its  absenco  in  one,  and  pres- 
ence in  the  other,  of  two  works  which,  us  f ar  att  artistiual 
merit  is  concerned,  are  in  some  measure  parallel,  not 
that  I  believe,  even  in  this  respect,  the  Laocoon  justifi- 
ably comparable  with  the  Theseus,  I  suppose  that  uo 
group  has  exercised  so  pernicious  an  influence  on  art  as 
this,  a  subject  ill  chosen,  meanly  conceived  and  unnatui- 
ally  treated,  recommended  to  imitation  by  subleties  of 
execution  and  accumulation  of  technical  knowledge.* 

"  I  would  also  have  tlic  reader  compare  with  the  meagre  lines  and 
contemptible  tortures  of  tbe  Laocoon.  the  awfulnesa  and  quietncsH  of 
M.  Angelo's  trealmeDt  of  n  subject  id  most  respects  aimllBr,  (tbe  plague 
of  the  Fiery  Berpenis,)  but  ot  which  the  choice  was  justified  both  by 
tlie  place  which  tbe  event  holds  In  the  typical  system  he  had  to  ar- 
range, and  by  the  grandeur  of  the  plague  itself,  in  its  multiludinouB 
grasp,  and  its  mystical  salvation ;  sources  of  sulilimllj  entirely  want' 
ing  to  the  slaughter  of  the  Dardan  prlesL  It  is  good  to  see  how  his 
gignntic  iDtellect  reaches  after  repose,  and  truthfuDj'  finds  it,  in  tlte 
falling  band  of  tbe  near  figure,  and  In  tbe  deathful  decline  of  that 
whose  bands  arc  held  up  even  In  their  venom  coldness  to  the  cross; 
and  though  irrelevant  to  our  present  purpose,  it  is  well  also  to  Dot« 
how  Ibe  grandeur  of  this  treatment  results,  not  merely  from  choice, 
but  from  a  greater  knowledge  and  more  faithful  rendering  of  truth. 
For  whatever  itnowledge  of  the  human  frame  tliero  may  be  in  the  Lao- 
coon, there  Is  certainly  none  of  tbe  habits  of  serpents.  The  fixing  of 
the  snake's  head  in  the  side  of  tbe  principal  figure  isasfalse  toniilure, 
as  it  is  poor  in  composition  of  line.  A  large  serpent  never  wants  U> 
bite,  it  wants  to  hold,  it  seizes  therefore  always  where  It  can  bold  best, 
by  the  extremities,  or  throat,  it  seizes  once  and  forever,  and  that  be- 
fore ii  coils,  following  up  the  seizure  with  the  twist  of  its  body  round 
the  victim,  as  invisibly  swift  as  the  twist  of  a  whip  lash  round  any 
hard  object  it  may  stiike.  and  then  it  holds  fast,  never  moving  tbe 
jaws  or  tbe  body,  if  its  prey  has  any  power  of  struggling  left,  it 
throws  round  another  coll.  without  qu  ittiug  the  bold  with  the  jaws ;  if 
LaocooD  bad  had  to  do  with  real  serpents. Instead  of  pieces  of  tape  with 
heads  to  them,  he  would  have  been  held  still,  and  not  allowed  to  throw 
his  arms  or  legs  abouL  ll  Is  most  instructive  to  observe  the  accuracy 
of  Hlchael  Angelo  In  the  rendering  of  these  circumstances  :  the  bind- 
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In  Ghristian  art,  it  would  be  well  to  compare  the  feel* 
ing  of  the  finer  among  the  altar  tombs  of  the  middle 

IT.  Andinaiur  ^^'  ^^  ^^  monumental  works  after 
tombft.  Michael  Angelo,  perhaps  more  especially 

with  works  of  Boubilliac  or  Canova. 

In  the  Cathedral  of  Lucca,  near  the  entrance  door  of 
the  north  transept,  there  is  a  monument  of  Jacopo  della 
Quercia's  to  Ilaria  di  Caretto,  the  wife  of  Paolo  Guinigi. 
I  name  it  not  as  more  beautiful  or  perfect  than  other  ex- 
amples of  the  same  period,  but  as  furnishing  an  instance 
of  the  exact  and  right  mean  between  the  rigidity  and 
rudeness  of  the  earlier  monumental  effigies,  and  themor- 
bid  imitation  of  life,  sleep,  or  death,  of  which  the  fashion 
has  taken  place  in  modem  times.'*'    She  is  lying  on  a 

ing  of  the  arms  to  the  body,  and  the  knotting  of  the  whole  mass  of 
agony  together,  until  wo  hear  the  crashing  of  the  bones  beneath  the 
grisly  sliding  of  the  engine  folds.  Note  also  the  expression  in  all  the 
tigures  of  another  circumstance,  the  torpor  and  cold  numbness  of  the 
limbs  induced  by  the  serpent  venom,  which,  though  justifiably  over- 
looked by  the  sculptor  of  the  Laocoon,  as  well  as  by  Virgil — in  con- 
sideration of  the  rapidity  of  the  death  by  crushing,  adds  infinitely  to 
the  power  of  the  Florentine's  conception,  and  would  have  been  better 
hinted  by  Virgil,  tlian  that  sickening  distribution  of  venom  on  the 
garlands.  In  fact,  Virgil  has  missed  both  of  truth  and  impressiveness 
everyway — the  '*  morsu  depascitur  "  is  unnatural  butchery — the  **  per- 
fusus  vcneno"  gratuitous  foulness — the  "clamores  horrendos,"  impos- 
sible degradation  ;  compare  carefully  the  remarks  on  this  statue  in  Sir 
Charles  Bell's  Essay  on  Expression,  (third  edition,  p.  192)where  he  has 
most  wisely  and  imcontroverlibly  deprived  the  statue  of  all  claim  to  ex- 
pression of  energy  and  fortitude  of  mind,  and  shown  its  common  and 
coarse  intent  of  mere  iKKlily  exertion  and  agony,  while  he  has  con- 
firmed Payne  Knight's  just  condemnation  of  the  passage  in  Virgil. 

If  the  reader  wishes  to  see  the  opposite  or  imaginative  view  of  the 
subject,  let  him  compare  Winkelmann  ;  and  Schiller,  Letters  on  Es- 
thetic Culture. 

♦  Whenever,  in  monumental  work,  the  sculptor  reaches  a  deceptive 
appearance  of  life  or  death,  or  of  concomitant  details,  he  has  gone  too 
far.  The  statue  should  be  felt  for  such,  not  look  like  a  dead  or  sleep- 
ing body  ;  it  should  not  convey  the  impression  of  a  corpse,  nor  of  sick 
and  outwearied  flesh,  but  it  should  be  the  marble  image  of  de^ith  or 
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simple  conch,  with  a  hound  at  her  feet,  not  on  the  side, 
bnt  with  the  head  laid  straight  SJid  simply  on  the  hard 
pillow,  in  which,  let  it  be  obsei-ved,  there  is  no  effort  at 
deceptive  imitation  of  pressure.  It  is  understood  as  a 
pillow,  but  not  mistaken  for  one.  The  hair  is  bound  in 
a  flat  braid  over  the  fair  bixiw,  the  sweet  and  arched  ej'qs 
ai'e  closed,  the  tenderness  of  the  loving  lips  is  set  and 
quiet,  there  is  that  about  them  which  forbids  breath, 
something  which  is  not  death  nor  sleep,  but  the  pure 
image  of  lioth.  The  hands  are  not  lifted  in  prayer,  nei- 
ther folded,  but  the  arms  are  laid  at  length  upon  the 
body,  and  the  hands  cross  as  they  fall.  The  feet  are 
hidden  by  the  ilrapery,  and  the  forms  of  the  limbs  con- 
cealed, but  not  their  tenderness. 

If  any  of  ns,  after  staying  for  a  time  beside  this  tomb, 
could  see  through  his  tears,  one  of  the  vain  and  unkind 
encumbrances  of  the  grave,  which,  in  these  hollow  and 
heartless  days,  feigned  sorrow  builds  to  foolish  pride, 
he  would,  I  believe,  receive  such  a  lesson  of  love  as  no 
coldness  could  refuse,  no  fatuity  forget,  and  no  insolence 


wetirlnc&s.  So  thu  concomilBnU  Ehould  be  dhtinctlj  niiirlilc,  severe  and 
moDumealal  in  tlieir  lines,  not  sliroiid.  not  bedclothes,  not  actiml  ar- 
mor nor  brocHde,  not  a  real  sofi  pillow,  not  a  downriglit  bnrd  stuffed 
mattreas,  but  tlie  mere  tjpe  and  siig);estIaD  of  tbcac :  n  (certain  rudeness 
■nd  incorapletion  of  Snish  is  very  noble  In  &11.  Not  Hint  tbey  are  to 
be  unnatural,  such  lines  as  are  given  should  be  pure  and  true,  mid  clear 
oE  the  hardness  and  mannered  rigidity  ot  the  strictly  Gothic  types,  but 
linea  so  few  and  K^and  as  to  appeal  to  the  imagination  only,  and  al- 
ways to  stop  short  of  realization.  There  is  a  monument  put  up  lately 
by  a  modern  Italian  sculptor  in  one  of  tlie  side  chapels  ot  tjanta  Croce, 
the  face  flne  and  the  execution  dcxlerous.  But  it  looks  as  it  the  per- 
son had  been  restless  all  night,  and  Ibe  artist  admitted  to  a  laitliful 
Study  of  the  disturbed  ixidclotlies  In  the  laorning. 


vm 


OF  8TMMETBY,  OB  THE  TYPE  OF  DIVINE  JUUTICK. 

We  shall  not  be  long  detained  by  the  consideration  of 
this,  the  fourth  constituent  of  beauty,  as  its  nature  is 
universally  felt  and  understood.  In  all  perfectly  beanti- 
I  L  sjmmetry.  ^^1  objccts,  there  is  found  the  opposition  of 
tom!^in"orgaSc  ^^®  P*"^  *^  another  and  a  reciprocal  bal- 
"'^''^  ance  obtained;    in   animals  the   balance 

being  commonly  between  opposite  sides,  (note  the  dis- 
agreeableness  occasioned  by  the  exception  in  flat  fish, 
having  the  eyes  on  one  side  of  the  head,)  but  in  vegeta- 
bles the  opposition  is  less  distinct,  as  in  the  boughs  on 
opposite  sides  of  trees,  and  the  leaves  and  sprays  on 
each  side  of  the  boughs,  and  in  dead  matter  less  perfect 
still,  often  amounting  only  to  a  certain  tendency  towards 
a  balance,  as  in  the  opposite  sides  of  valleys  and  alter- 
nate \v4ndings  of  streams.  In  things  in  which  perfect 
symmetry  is  from  their  nature  impossible  or  improper, 
a  balance  must  be  at  least  in  some  measure  expressed 
before  they  can  be  beheld  with  pleasure.  Hence  the 
«  2  How  neceu-  i^^cessity  of  what  artists  require  as  oppos- 
»ary  in  art.  Jug  Hnes  or  masscs  in  composition,  the 

propriety  of  which,  as  well  as  their  value,  depends  chiefly 
on  their  inartificial  and  natural  invention.  Absolute 
equality  is  not  required,  still  less  absolute  similarity. 
A  mass  of  subdued  color  may  be  balanced  by  a  point  of 
a  powerful  one,  and  a  long  and  latent  line  overpowered 
by  a  short  and  conspicuous  one.  The  only  error  against 
which  it  is  necessary  to  guard  the  reader  with  respect 
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to  symmetry,  is  the  confounding  it  with  proportion, 
though  it  seems  strange  that  the  two  tenns  could  ever 
have  been  used  as  synonymous.  Symmetry  is  the  op- 
position, of  equal  quantities  to  each  other.  Proportion 
the  mmiedion  of  wit'qtud  quantities  with  each  other.  The 
property  of  a  tree  in  sending  out  equal  boughs  on  oppo- 
site sides  is  symmetrical.  Its  sending  out  shorter  and 
smaller  towards  the  top,  proportional.  In  the  human 
face  its  balance  of  opposite  sides  is  symmetry,  its  diris- 
ion  upwards,  proportion. 

Whether  the  agreeableness  of  symmetiy  be  in  any  way 
referable  to  its  expression  of  the  Aristotelian  ui6rr}%,  that 
is  to  say  of  abstract  jtistice,  I  leave  the 
reader  to  determine ;  I  only  assert  respect- 
ing it,  that  it  is  necessarj'  to  the  dignity  "ns  inMincee. 
of  every  form,  and  that  by  the  removal  of  it  we  shall 
render  the  other  elements  of  beauty  compai'atively  in- 
effectual :  though,  on  the  other  hand,  it  is  to  be  observed 
that  it  is  rather  a  mode  of  an-ang'ement  of  qualities  than 
a  quality  itself;  and  hence  symmetry  has  little  power 
over  the  mind,  unless  all  the  other  constituents  of  beauty 
be  foimd  together  with  it.  A  form  may  be  symmetrical 
and  ugly,  as  many  Elizabethan  ornaments,  imd  yet  not 
so  ugly  as  it  had  been  if  unsymmetrical,  but  bettered 
always  by  increasing  degrees  of  symmetry ;  as  in  stai- 
figures,  wherein  there  is  a  cirtiulai-  symmetry  of  many 
like  meml)ers,  whence  their  frequent  use  for  the  plan 
and  ground  of  ornamental  designs ;  so  also  it  is  observa- 
ble that  foliage  in  which  the  leaves  are  concentrically 
grouped,  as  in  the  chestnuts,  and  many  shrubs — rhodo- 
dendrons for  instance — (whence  the  perfect  beauty  of  the 
Alpine  rose) — is  far  nobler  in  its  effect  than  any  other, 
so  that  the  sweet  chestnut  of  all  trees  most  fondly  and 
frequently  occurs  in  the  laadscape  of  Tintoret  and 
Titian,  beside  which  all  other  landscape  grandeur  van- 
ishes :  and  even  in  the  meanest  things  the  rule  holds, 
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as  in  the  kaleidoscope,  wherein  agreeableness  is  given  to 
forms  altogether  accidentiil  merely  by  tlieir  repotitiou 
and  reciprocal  oppoaitiouj  which  orderly  balance  and 
arrangement  are  essential  to  the  perfect  operation  of  the 
more  earnest  and  solemn  qualities  of  the  beautiful,  as 
being  heavenly  in  their  nature,  and  contrarj'  to  the 
violence  and  cUsorganization  of  sin,  so  that  the  seeking 
of  them  and  submission  to  them  is  always  marked  in 
miuds  that  have  been  subjected  to  high  moral  discipline, 
constant  in  all  the  great  religious  painters,  to  the  degree 
of  being  an  offence  and  a  scorn  to  men  of  less  tuned  and 
tranquil  feeling.  Equal  ranks  of  saints  are  placed  on 
14.  Bnpocuiiiin  each  side  of  the  picture,  if  there  be  a  kneel- 
leUEionaiit.  JQg  fijruro  on  ouo  sidc.  there  is  a  corre- 

sponding one  on  the  other,  the  attendant  angels  beneath 
and  above  are  arranged  in  like  order.  The  llaffaelle  at 
Blenheim,  the  Madonna  di  8t.  Sisto,  the  St.  Ciuilia,  and 
all  the  works  of  Perugino,  Francia,  and  John  Bellini 
present  some  such  form,  and  the  balance  at  least  is  pre- 
served even  in  pictures  of  action  necessitating  variety  of 
grouping,  as  always  by  Giotto ;  and  by  Ghirlandajo  in 
the  introduction  of  his  ahoruslike  side  figures,  and  by 
Tintoret  most  eminently  in  his  noblest  work,  the  Cruci- 
fixion, where  not  only  the  grouping  but  the  aiTangement 
of  light  is  absolutely  symmetrical.  ^Vhere  there  is  no 
symmetry',  the  effects  of  passion  and  violence  are  in- 
creased, and  mMiy  very  sublime  pictures  derive  their 
sublimity  from  the  want  of  it,  but  they  lose  proportion- 
ally in  the  diviner  quality  of  beauty.  In  landscape  the 
same  sense  of  symmetry  is  preserved,  as  we  shall  pres- 
ently see,  even  to  artificialness,  by  the  greatest  men, 
and  it  is  one  of  the  principal  sources  of  deficient  feeling 
in  the  landscapes  of  the  present  day,  that  the  symmetry 
of  nature  is  sacrificed  to  irregular  picturesqueness.  Of 
this,  however,  hereafter. 


J 


CHAPTER  IX. 


OF  PUBlTi',  Oil  THE  ITPE   OP  DrVINE  ENEBGY. 

It  may  at  first  appear  Strang's  that  I  have  not  in  my 
enumeration  of  tlio  types  of  Divine  attributes,  included 
that  which  is  certainly  the  moat  visible  and  evident  of 
all,  as  well  as  the  most  distiuctly  expressed         _ 

il   The  LnflneiKX 

in  Scripture;  God  is  light,  and  in  Him  ofii^t»a«iicred 
is  no  darkness  at  all.  But  I  could  not  log- 
ically class  the  presence  of  an  actual  substance  or  mo- 
tion  with  mere  conditions  and  modes  of  being,  neither 
could  I  logically  separate  from  any  of  these,  that  which 
is  evidently  necessary  to  the  perception  of  all.  And  it 
is  dso  to  be  observed,  that  though  the  love  of  light  is 
more  instinctive  in  the  human  heart  than  any  other  of 
the  desu-ea  connected  with  beauty,  we  can  hardly  sep- 
arate its  agreeableuess  in  its  own  nature  from  the  sense 
of  its  necessity  and  value  for  the  purposes  of  life,  neither 
the  abstract  painfnlnesa  of  darkness  from  the  sense  of 
danger  and  incapacity  connected  with  it ;  and  note  also 
that  it  is  not  nil  light,  but  light  possessing  the  universal 
qualities  of  beauty,  diffused  or  infinite  rather  than  in 
points,  tranquil,  not  startling  and  variable,  pure,  not 
sullied  or  oppressed,  which  is  indeed  pleasant  and  per. 
factly  typical  of  the  Divine  nature. 

Observe,  however,  that  there  is  one  quality,  the  idea 
of  which  had  been  just  introduced  in  connection  with 
light,  which  might  have  escaped  us  in  the  .^  ,p^^  ^^^  ^^ 
consideration  of  mere  matter,  namely,  ^^C  '^""'™""' 
purity,  and  yet  I  thint  that  tlie  original 
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uotion  of  this  quiility  is  altogether  material,  and  Ls^ 
only  boen  attributeil  to  color  wheu  bucIi  wtlor  is  sugges- 
tive of  the  conditio!!  of  matter  ti-om  which  we  originally 
received  the  idea.  For  I  see  uot  la  the  abatrai.'t  how  one ' 
color  should  be  cousidered  purer  than  another,  except 
as  more  or  less  compounded,  whereas  there  is  certainly 
a  sense  of  [lurity  or  impurity  iu  the  mottt  compound 
and  neutral  colors,  as  wt'U  as  in  the  simplest,  a  quality 
difficult  to  define,  and  which  the  reader  will  probably 
be  surprised  by  my  calling  the  type  of  energy,  with 
which  it  has  certainly  little  traceable  connection  in  the 
mind. 

I  believe,  however,  if  we  carefully  analyze  the  nature  of 
our  ideas  of  impurity  in  general,  we  shall  iind  them  refer 
..  ,^_.   .,  ^      especially  to  conditions  of  matter  in  which 

I  a.  Ortgtofllly  de-  '  .     ■'  , 

riTBd  from  euodi-  itsvanous  elements  are  placed  ui  a  relation 
incapable  of  healthy  or  proper  operation; 
and  most  distinctly  to  couditions  in  which  the  negation 
of  vital  or  energetic  action  is  most  evident,  as  in  corrup- 
tion and  decay  of  all  kinds,  wherein  particles  which 
once,  by  their  operation  on  each  other,  produced  a  living 
and  energetic  whole,  are  reduced  to  a  condition  of  per- 
fect passiveuess,  in  which,  they  are  seized  upon  and  ap- 
propriated, one  by  one,  piecemeal,  by  whatever  has  need 
of  them,  withoiit  any  power  of  resistance  or  energy  of 
their  own.  And  thus  there  is  a  peciiliar  painfnlness  at- 
tached to  any  associations  of  inorganic  with  organic 
matter,  such  aa  appear  to  involve  the  inactivity  and  fee- 
bleness of  the  latter,  so  that  things  which  are  not  felt  to 
be  foul  in  their  own  nature,  yet  become  so  in  association 
with  things  of  greater  inherent  energy  ;  as  dust  or  earth, 
which  in  a  mass  excites  no  painful  sensation,  excites  a 
most  disagreeable  one  when  strewing  or  staining  an  ani- 
mal's skin,  because  it  implies  a  decline  and  deadening 
of  the  vital  and  healthy  power  of  the  skin.  But  all  rea- 
soning about  this  impression  is  rendered  diiUcult,  by  the 
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liost  of  associated  ideas  connected  with  it;  for  the  oc- 
ular sense  of  impurity  connected  with  corruption  is  infi- 
nitely enhanced  by  the  offending  of  other  |  t  Auocuied 
senaea  and  by  the  grief  and  horror  of  it  in  It^poS^^  ue 
its  own  nature,  as  the  special  punishment  bob™'™'  c^ 
and  evidence  of  sin,  and  on  the  other  hand,  "*"■ 
the  ocular  delight  in  purity  is  mingled,  as  I  before  ob- 
served, with  the  love  of  the  mere  element  of  light,  aa  a 
type  of  wisdom  and  of  truth  i  whence  it  seems  to  me  that 
we  admire  the  transparency  of  bodies,  though  probably 
it  is  still  rather  owing  to  our  sense  of  more  perfect  order 
and  arrangement  of  particles,  and  not  to  our  love  of 
light,  that  we  look  upon  a  piece  of  rock  crystal  aa  purer 
than  a  piece  of  marble,  and  on  the  marble  as  purer  than 
a  piece  of  chalk.  And  let  it  be  observed  also  that  the 
moat  lovely  objects  in  nature  are  only  partially  trans- 
parent. I  suppose  the  utmost  possible  sense  of  beauty 
is  conveyed  by  a  feebly  translucent,  smooth,  but  not 
lustrous  surface  of  white,  and  pale  warm  red,  siibdued 
by  the  most  pure  and  delicate  grays,  as  in 
the  finer  portions  of  the  himian  frame ;  in 
wreaths  of  snow,  and  in  white  plumage 
under  rose  light,*  so  Viola  of  Olivia  in  Twelfth  Night, 
and  Homer  of  Atrides  woundedf  And  I  think  that 
tranparency  and  lustre,  both  beautiful  in  themselves,  are 
incompatible  with  the  highest  beauty  because  they  de- 
stroy form,  on  the  full  perception  of  which  more  of  the 

•  The  reader  will  observe  thai  I  am  speaking  at  present  of  mere  ma- 
terial qualities.  IF  he  would  obtain  perfect  ideas  respecting  loveliness 
of  luminous  surface,  luC  him  closely  observe  a  swnn  with  its  wings  ez- 
pauded  ia  full  light  five  minutes  before  suuseL  Tbebuman  cheek  or 
the  rose  leaf  are  perhaps  hardly  so  pure,  and  the  forms  of  snow, 
though  iDdividuBlly  as  beautiful,  are  leas  exquisitely  combined. 


80  SpeuBcr  of  Shametacedness,  an  exquisite  piece  of  glovdng  color— 
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divinely  character  of  the  object  depends  tlmn  upon  i 
color.  Hence,  in  the  beauty  of  snow  and  of  flesh,  i 
much  trftnelnceney  ia  allowed  as  ia  consistent  with  the 
full  explanation  of  the  tomis,  while  we  are  suffered  to  re- 
ceive more  intense  imijresaions  of  light  and  transparency 
from  other  objects  which,  nevertheless,  owing  to  their 
necessarily  uuperceived  form,  are  not  perfectly  nor  ai'- 
feetingly  beautiful.  A  fair  forehead  ontshines  its  dia- 
mond diadem.  The  sparkle  of  the  cascade  withdraws 
not  our  eyes  from  the  snowy  Bummits  in  their  evening' 
silence. 

It  may  seem  strange  to  many  readers  that  I  have  not  i 
spoken  of  purity  in  that  sense  in  which  it  is  most  fre-'j 
le.  Pnriiy  odIv    inently  used,  as  a  type  of  sinlessnesa.     I^ 
ttm''or''KL)3e«J    ''*'  ^°*  deny  that  the  frequent  metaphori- 
""•■  cal  use  of  it  in  Scripture  may  have  and 

ought  to  have  much  influence  on  the  sympathies  with 
which  we  regard  it,  and  that  probably  the  immediate 
agreeableness  of  it  to  moat  minds  arises  far  more  from 
this  source  than  from  that  to  which  I  have  chosen  to  at- 
tribute it.     But,  in  the  first  place,  if  it  be  indeed  in  the 

and  sweetly  of  Belpliabc — (so  the  roses  and  lilies  of  all  poets.)    Com-  1 
pare  the  making  of  the  image  of  Florimell. 

"  The  aubslance  whereof  she  the  body  niBde 

Was  purest  snow.  In  massy  mould  congealed. 

Which  she  had  gathered  in  a  shady  glade 

Of  the  RIphoean  hills. 

TliR  same  she  tempered  with  fine  mercury, 

And  mingled  Ibcm  with  perfect  vermily." 
With  Una  he  perhaps  overdoes  the  white  n  little.  Bhe  Is  two  degrees  I 
of  comparison  above  snow.  Compare  his  tjuestioning  In  the  Hymn  Uym 
Beauty,  al>out  that  mixture  made  of  colors  fair ;  and  goodly  temperk- 1 
ment,  of  pure  complexion. 

'■  Hath  white  and  red  ia  it  such  wondrous  power 
That  it  can  pierce  through  the  eyes  into  the  heart  ?  " 
Where  the  distinction  between  typical  and  vital  beauty  is  very  glori- 
ODily  carried  out. 
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eigns  of  Divine  and  not  of  human  attributes  that  beauty 
consists,  I  see  not  liow  the  idea  of  sin  can  be  formed  witli 
respect  to  the  Deity,  for  it  is  an  idea  of  a  relation  borne 
by  us  to  Him,  and  not  in  any  way  to  be  attached  to  his  ab- 
stract nature.  And  if  the  idea  of  gin  is  incapable  of  being 
formed  vith  respect  to  Him,  so  also  is  its  negative,  for  we 
cannot  form  an  idea  of  negation,  where  we  cannot  form 
an  idea  of  presence.  If  forinstaiice  one  could  conceive  of 
taste  or  flavor  in  a  proposition  of  Euclid,  so  also  might  we 
of  insipidity,  but  if  not  of  the  one,  then  not  of  the  other. 
So  that,  in  speaking  of  the  goodness  of  God,  it  cannot  be 
that  we  mean  anything  more  thaa  his  Love,  Mercif illness, 
and  Justice,  and  these  attributes  I  have  shown  to  bo  ex- 
pressed by  other  qualities  of  beivuty,  and  I  cannot  trace 
any  rational  connection  between  them  and  the  idea  of 
spotlessnesa  in  matter.  Neither  can  I  trace  any  more 
distinct  relation  between  this  idea,  and  any  of  the  virtues 
which  make  up  the  righteousness  of  man,  except  perhaps 
those  of  truth  and  openness,  of  which  I  have  already 
spoken  as  more  expressed  by  the  transparency  than  the 
mere  purity  of  matter.  So  that  I  conceive  the  whole  use 
of  the  terms  purity,  spotlessness,  etc.,  in  moral  subjects, 
to  be  merely  metaphorical,  and  that  it  is  rather  that  we 
illustrate  these  virtues  by  the  desirableness  of  material 
purity,  than  that  we  desire  material  jiurity  because  it  is 
illustrative  of  these  virtues. 

I  repeat,  then,  that  the  only  idea  which  I  think  can  be 
legitimately  connected  with  purity  of  matter,  is  this  of 
vital  and  energetic  connection  among  its 
particles,  and  that  the  idea  of  foulness  is  eipr«Md™r  tm- 
essentially  connected  with  dissolution  and  , 
death.  Thus  the  purity  of  the  rock,  contrasted  with  the 
foulness  of  dust  or  mould,  is  expressed  by  the  epithet 
"  living,"  very  singularly  given  in  the  i-ock,  in  almost  all 
languages ;  singularly  I  say,  because  life  is  almost  the 
last  attribute  one  would  ascribe  to  stone,  but  for  this  via- 
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WAh  energy,  and  oozmection  of  its  particles:  and  so  of 
vater  ha  opposed  to  stagnancy.  And  I  do  not  think  that, 
however  pore  a  p>owder  or  dust  may  be,  the  idea  of 
l^eanty  Ls  e^'er  connected  with  it,  for  it  is  not  the  mere 
purity,  but  the  oc/ire  condition  of  the  sabstance  which  is 
defjired,  so  that  as  soon  as  it  shoots  into  crystals,  or 
leathers  into  efflorescence,  a  sensation  of  actiTe  or  real 
parity  is  receiTed  which  was  not  felt  in  the  calcined 
caput  mortaam. 

And  a^ain  in  color.  I  imagine  that  the  quality  of  it 
which  we  term  purity  is  dependent  on  the  foil  eneri^iziii^ 
,.    ^  ^  ^    ,       of  the  rays  that  compose  it,  whereof  if  in 

compound  hues  any  are  overpowered  and 
killed  by  the  rest,  so  as  to  be  of  no  value  nor  operation, 
foulness  is  the  consequence ;  while  so  long  as  all  act  to> 
aether,  whether  side  by  side,  or  from  pigments  seen  one 
through  the  other,  so  that  all  the  coloring  matter  em- 
ployed comes  into  play  in  the  harmony  desired,  and  none 
bo  quenchcxl  nor  killed,  purity  results.    And  so  in  all 
cases   I   suppose   that  pureness  is  made  to  us  desira- 
ble, because  expressive  of  the  constant  presence  and 
energizing  of  the  Deity  in  matter,  through  which  all 
things  live  and  move,  and  have  their  being,  and  that 
foulness  is  painful  as  the  accompaniment  of  disorder  and 
d^Kjay,  and  always  indicative  of  the  withdrawal  of  Divine 
support.    And  the  practical  analogies  of  life,  the  invari- 
able connection  of  outward  foulness  with  mental  sloth 
and  degradation,  as  well  as  with  bodily  lethargy  and  dis- 
ease, togcjthijr  with  the  contrary  indications  of  freshness 
and  purity  belonging  to  every  healthy  and  active  organic 
frame,  (singularly  seen  in  the  effort  of  the  young  leaves 
when  first  their  inward  energy  prevails  over  the  earth, 
pierces  its  corruption,  and  shakes  its  dust  away  from 
their  own  white  purity  of  life,)  all  these  circumstances 
strcjugthen  the  instinct  by  associations  countless  and  ir- 
njsistible.    And  then,  finally,  with  the  idea  of  purity 
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comes  that  of  spirituality,  for  the  essential  characteristic 
of  matter  is  its  inertia,  whence,  by  adding  to  its  pur- 
ity or  energy,  we  may  in  some  measure  .  ^  Bpiritnaii^. 
spiritualize  even  matter  itself.  Thus  in  now  bo  exprMMd! 
the  descriptions  of  the  Apocalypse  it  is  its  purity  that 
fits  it  for  its  place  in  heaven ;  the  river  of  the  water  of 
life,  that  proceeds  out  of  the  throne  of  the  Lamb,  is  clear 
as  crystal,  and  the  pavement  of  the  city  is  pure  gold,  like 
unto  clear  glass.* 

*  I  have  not  spoken  here  of  any  of  the  associations  connected  with 
warmth  or  coolness  of  color,  they  are  partly  connected  with  vital 
beauty,  compare  Chap.  xiv.  §  22,  28,  and  partly  with  impressions  of 
the  sublime,  the  discussion  of  which  is  foreign  to  the  present  subject ; 
purity,  however,  it  is  which  gives  value  to  both,  for  neither  warm  nor 
cool  color,  can  be  beautiful,  if  impure. 

Neither  have  I  spoken  of  any  questions  relating  to  melodies  of  color, 
a  subject  of  separate  science — whose  general  principle  has  been  already 
stated  in  the  seventh  chapter  respecting  unity  of  sequence.  Thos& 
qualities  only  are  here  noted  which  give  absolute  beauty,  whether  to 
separate  color  or  to  melodies  of  it — for  all  melodies  are  not  beautiful, 
but  only  those  which  are  expressive  of  certain  pleasant  or  solemn  emo* 
tions ;  and  the  rest  startling,  or  curious,  or  cheerful,  or  exciting,  or 
sublime,  but  not  beautiful,  (and  so  in  music)  And  all  questions  re- 
lating to  this  grandeur,  cheerfulness,  or  other  characteristic  impression, 
of  color  must  be  considered  xmder  the  head  of  ideas  of  relation. 
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Of  objects  which,  in  respect  of  the  qa&lities  hitherto 
considered,  appear  to  have  equal  claims  to  regard,  we 
find,  nevertheless,  that  certain  are  preferred  to  others  in 
consequence  of  an  attraotive  power,  usu- 
ally expressed  by  the  terms  "ehasteness, 
refinemeut,  or  elegance,"  and  it  appears 
also  that  things  ivhicli  in  other  respects  have  little  in 
them  of  natural  beauty,  and  are  of  forms  altogether  sim- 
ple and  adapted  to  simple  uses,  are  capable  of  much  dis- 
tinction and  desirableness  in  consequence  of  these  quali- 
ties only.  It  isof  importance  to  discover  the  real  nature 
of  the  ideas  thus  expressed. 

Something  of  the  peculiar  meaning  of  the  words  is 
referable  to  the  authority  of  fashion  and  the  exclusive- 
ness  of  pride,  owing  to  which  that  which 
abta  to  ttmpo-  ia  the  mode  of  a  i>articiilar  time  is  sub- 
missively esteemed,  and  that  which  by  its 
costliness  or  its  rarity  is  of  difficult  attainment,  or  in  any 
way  appears  to  have  been  chosen  as  the  best  of  many 
things,  (which  is  the  original  sense  of  the  words  elegant 
and  exquisite,)  ia  esteemed  for  the  witness  it  bears  to  the 
dignity  of  the  chooser. 

But  neither  of  these  ideas  are  in  any  way  connected 
with  eternal  beauty,  neither  do  they  at  all  account  for 
that  agreeableness  of  color  and  form  which  is  especially 
termed  ehasteness,  and  which  it  would  seem  to  be  a 
characteristic  of  rightly  trained  minds  in  all  things  to 
prefer,  and  of  common  minds  to  reject. 
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There  is  however  another  character  of  artificial  pro- 
ductions, to  which  these  terms  have  partial  reference, 
whieh  it  is  of  some  importance  to  note,  , .  „  a,  oe 
that  of  finish,  exactness,  or  refinement,  pcrcaption  or 
which  are  commonly  desired  in  the  works 
of  men,  owing  both  to  their  difficulty  of  accomplishment 
and  consequent  expression  of  care  and  power  (compare 
Chapter  on  Ideas  of  Power,  Part  I.  Sect,  i.,)  and  from 
their  greater  resemblance  to  the  working  of  God,  whose 
"  absohite  exactness,"  says  Hooker,  "all  things  imitate, 
by  tending  to  that  which  is  most  exquisite  in  evei-y 
particular."  And  there  is  not  a  greater  sign  of  the  im- 
perfection of  general  taste,  than  its  capability  of  content- 
ment with  forms  and  things  which,  professing  comple- 
tion, ai'e  yet  not  exact  nor  complete,  as  in  the  vulgar 
with  wax  and  clay  and  china  figures,  and  in  bad  sculptors 
with  an  unfinished  and  clay-like  modelling  of  surface, 
and  curves  and  angles  of  no  precision  or  delicacy ;  and 
in  general,  in  all  common  and  unthinking  persons  with 
flji  imperfect  rendering  of  that  which  might  be  pure  aad 
fine,  as  church-wardens  are  content  to  lose  the  sharp 
lines  of  stone  ear\'ing  under  clogging  obliterations  of 
whitewash,  and  as  the  modem  Italians  scrape  away  and 
polish  white  all  the  sharpness  and  glory  of  the  carvings 
on  their  old  churches,  as  most  miserably  and  pitifully  on 
St.  Mark's  at  Venice,  and  the  Baptisteries  „  , .    . 

of  i:^istoja  and  Pisa,  and  many  othersi  so  graai  mi»te™  bs- 
also  the  delight  of  vulgar  painters  in 
coarse  and  slurred  painting,  merely  for  the  sake  of  its 
coarseness,*  as  of  Spagnoletto,  Salvator,  or  Murillo, 
*  It  is  to  be  carcriilty  iioted  tlint  when  rude  execution  is  evidently 
not  the  result  of  imperfect  feeling  und  desire  (aa  in  these  men  above 
named,  it  la)  but  of  thought:  citber  impHlient,  which  there  was 
necesaity  to  note  swifily.  or  impetuous,  whlcli  it  was  well  In  aote  in 
mighty  mantier,  as  prc-eminetilly  und  in  both  Itiuds  the  case  with 
Tialuret.  nnd  often  with  Michael  Angelo.  and  in  lower  uud  more 
degraded  modes  with  Kubens,  and  generally  in  the  sketches  and  first 
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yonn^  Kaffaelle,  when  he  was  heaven  taught,  and  Angel- 
ico,  and  Pintiiricehio,  and  John  Bellini,  and  all  other 
such  serious  and  loving  men.  Only  it  is  to  be  obsen'ed 
that  this  finish  is  not  a  part  or  constituent  of  beauty, 
but  the  full  and  ultimate  rendering  of  it,  so  that  it  is  an 
idea  only  connected  with  the  works  of  men,  for  all  the 
works  of  the  Deity  are  finished  with  the  same,  that  is, 
iuhnite  care  and  completion:  and  so  what  degrees  of 
beauty  exist  among  them  can  in  no  way  be  dependent 
upon  this  source,  inasmuch  as  there  are  between  them 
no  degrees  of  care.  And  therefore,  as  there  certainly  is 
admitted  a  difference  of  degree  in  what  we  call  chaste- 
ness,  even  ia  Divine  work,  (compare  the  hollyhock  or  the 
sunflower  with  the  vale  lilj',)  we  must  seek  for  it  some 
other  explanation  and  source  than  this. 

And  if,  bringing  down  our  ideas  of  it  from  compli- 
cated objects  to  simjile  lines  and  colors,  we  analyze  and 
regard  them  cai-efuUy,  I  think  we  shall  1*6 
able  to  trace  them  to  an  under -current  of  kb  "nuinra  tui 
constantly  agreeable  feeling,  excited  by  the 
appearance  in  material  things  of  a,  self-restrained  liberty, 
that  ia  to  say,  by  the  image  of  that  acting  of  God  with 
regaid  to  all  his  creation,  wherein,  though  free  to  operate 
in  whatever  atbiti'arj',  sudden,  violent,  or  inconstant 
ways  he  will,  he  yet,  if  we  may  reverently  so  speak,  re- 
strains in  himself  this  his  omnipotent  liberty,  and  works 
always  in  consistent  modes,  ealletl  by  ua  laws.  And  this 
restraint  or  moderation,  accoi-ding  to  the  words  of  Hook- 
er, ("  that  which  doth  moderate  the  force  and  power,  that 
which  doth  apjioint  the  form  and  measui-e  of  working, 
the  same  we  term  a  law,")  is  in  the  Deity  not  restraint, 
Buch  as  it  is  said  of  creatures,  but,  as  again  says  Hooker, 
"  the  very  being  of  God  is  a  law  to  his  working,"  so  that 
every  appearance  of  painfuluess  or  want  of  power  and 
freedom  in  material  things  is  wrong  and  ngly ;  for  the 
right  restraint,  the  image  of  Divine  operation,  is  both  in 
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them,  and  in  men,  a  willing  and  not  paminl  stopping- 
short  of  the  utmost  defrree  to  which  their  power  might 
reach,  and  the  appearunce  of  fettering  or  confinement  is 
the  caose  of  ugliness  in  the  one,  a3  the  slightest  paiuful- 
nees  or  effort  in  restraint  is  a  sign  of  sin  iu  the  other. 

I  have  pnt  this  attriLute  of  beauty  last,  because  I  con- 
sider it  the  girdle  and  safeguard  of  all  the  rest,  and  in 
.  6.  It  I,  (ho  f\r-  tlii'*  respect  the  most  essential  of  all,  for  it 
Sk  of  besuij.  ig  possible  that  a  certain  degree  of  beauty 

may  be  attained  even  in  the  absence  of  one  of  its  other 
constituents,  as  sometimes  in  some  measure  without 
symmetry  or  without  unity.  But  the  least  appearance  of 
violence  or  extravagance,  of  the  want  of  moderation  and 
restraint,  is,  I  think,  destructive  of  all  beauty  whatsoever 
in  everything,  color,  form,  motion,  language,  or  thought, 
giving  rise  to  that  which  in  color  we  call  glaring,  in  form 
inelegant,  in  motion  ungraceful,  in  languRge  coarse,  in 
thought  undisciplined,  in  all  unchastened ;  which  quali- 
ties are  in  everything  most  painfid,  because  the  signs  of 

disobedient  imd  irregular  operation.  And 
■tatonictirvniuid    herein  we  at  last  find  the  reason  of  that 

which  has  been  so  often  noted  respecting 
the  subtility  and  almost  invisibility  of  natural  curves  and 
colors,  and  why  it  is  that  we  look  on  those  lines  as  least 
beautiful  which  fall  into  wide  and  far  license  of  curva- 
ture, and  aa  most  beautiful  which  approach  nearest  (so 
that  the  curvilinear  character  be  distinctly  asserted)  to 
the  government  of  the  right  line,  as  in  the  pure  and  se- 
vere curves  of  the  draperies  of  the  religious  painters; 
aud  thus  in  color  it  is  not  red,  but  rose-color  which  is 
most  beautiful,  neither  such  actual  green  as  we  find  in 
summer  foliage  partly,  and  in  our  painting  of  it  con- 
stantly ;  but  such  gray  green  aa  that  into  which  nature 
modifies  her  distant  tints,  or  such  pale  green  and  uncer- 
tain as  we  see  in  sunset  sky,  and  in  the  clefts  of  the 
glacier  and  chrysoprase,  and  the  sea-foam  :  and  so  of  all 
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colors,  not  that  they  may  not  Bometimes  be  deep  and 
full,  but  that  there  is  a  aolomn  moderatiou  even  in  their 
very  fulness,  and  a  holy  reference  beyond  and  out  of  their 
owu  nature  to  great  harmonies  by  which  they  are  gov- 
erned, and  in  obedience  to  which  is  their  glory.  Whereof 
the  ignorance  is  shown  in  all  evil  colorists  by  the  vio- 
lence and  positivenesa  of  their  hues,  and  by  dulness  and 
discordance  consequent,  for  the  very  brilliancy  and  real 
power  of  all  color  is  dependent  on  the  chastening  of  it, 
as  of  a  voice  on  its  gentleness,  and  as  of  action  ou  its 
calmness,  and  as  all  moral  vigor  on  self-  (^  noirdifflcnii 
command.  And  therefore  as  that  virtue  ^JaStLS*" t o' « n 
which  men  last,  and  with  most  difliculty  at-  ff*"*- 
tain  unto,  and  which  many  attain  not  at  all,  and  yet  that 
which  is  essential  to  the  conduct  ajid  almost  to  the  being 
of  all  other  virtues,  since  neither  imagination,  nor  in- 
vention, nor  industry,  nor  sensibility,  nor  energy,  nor 
any  other  good  having,  is  of  full  avail  without  this  of 
self-command,  whereby  works  truly  masculine  and  mighty 
are  productid,  and  by  the  signs  of  which  they  are  sepa- 
rated from  that  lower  host  of  things  brilliant,  magnifi- 
cent and  redumlant,  and  farther  yet  from  that  of  the 
loose,  the  lawless,  the  exaggerated,  the  insolent,  and  the 
profane,  I  would  have  the  necessity  of  it  foremost  among 
all  our  inculcating,  and  the  name  of  it  largest  among  all 
our  inscribing,  in  so  far  that,  over  the  doors  of  every 
school  of  Art,  I  would  have  this  one  word,  relieved  out  in 
deep  letters  of  puie  gold, — Moderation. 
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I  HATE  now  enumerated,  and  in  some  measure 
plained  those  c!iara«teristica  of  mere  matter  by  which  t 
conceive  it  beconiea  agreeable  to  thf  theoretic  facultj', 
■  I  The  B  hat  ^^'^'^^  whatever  form,  dead,  organized,  or 
incompicttir  treit-  animated,  it  may  present  itself.  It  wiil 
oi  ptner*!  conciQ-  be  OUT  tasK  m  tho  socceeding  volume  to 
examine,  and  illustrate  by  examples,  the 
mode  in  which  these  characteristics  appear  in  every 
division  of  creation,  in  stones,  mountains,  waves,  clonds, 
and  all  orpanic  bodies;  be^inningr  with  vegetables,  and 
then  taking:  instances  in  the  range  of  animals  from  the 
mollusc  to  man :  examining  Low  one  animal  form  is 
nobler  tlifui  another,  by  tho  more  mftnifest  presence  of 
these  attributes,  and  chiefly  endeavoring  to  show  how 
much  there  is  of  admiraLle  and  lovely,  even  in  what  is 
commonly  despised.  At  present  I  have  only  to  mark  the 
conclusions  at  which  we  have  as  yet  arrived  respecting 
the  rank  of  the  theoretic  faculty,  and  then  to  pursue  the 
inquiry  farther  into  the  nature  of  vital  beauty. 

As  I  before  said,  I  pretend  not  to  have  enumerated  all 
the  sources  of  material  beauty,  nor  the  analogies  con- 
nected with  them :  it  is  probable  that  others  may  occur 
to  many  readers,  or  to  myself  as  I  proceed  into  more 
particular  inquiry,  but  I  am  not  careful  to  collect  all 
conceivable  evidence  on  the  subject.  I  desire  only  to 
assert  and  prove  some  certain  principles,  and  by  means 
of  these  to  show,  in  some  measure,  the  inherent  worthi- 
ness and  glory  of  God's  works  and  something  of  the  re- 
lations they  bear  to  each  other  and  to  us,  leaving  tho 
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subject  to  be  fully  pursued,  as  it  only  can  be,  by  the  ar- 
dor and  affection  of  those  whom  it  may  interest. 

The  qualities  above  enumerated  are  not  to  be  con- 
sidered as  stamped  upon  matter  for  our  teaehiug  or  en- 
joyment only,  but  as  the  necessary  conse- 


and  the  inevitable  stamp  of  his  image  on 
what  he  creates.  For  it  would  be  inconsistent  with  his 
Infinite  perfection  to  work  imperfectly  in  any  place,  or 
in  any  matter ;  wherefore  we  do  not  find  that  flowers  and 
fair  trees,  and  tintUy  skies,  are  given  only  where  man 
may  see  them  and  be  fed  by  them,  but  the  Spirit  of  God 
works  everywhere  alike,  where  there  is  no  eye  to  see, 
covering  aU  lonely  places  with  on  equal  glory,  using  the 
same  pencil  and  outpouring  the  same  splendor,  in  the 
eaves  of  the  waters  where  the  sea-snakes  swim,  and  in 
the  desert  where  the  satyrs  dance,  among  the  fir-trees  of 
the  stork,  and  the  rocks  of  the  conies,  "^  j,  „  ,^  ^ 
among  those  higher  creatiu-es  whom  he  ii  (or  hi»  sake  ad- 
has  made  capable  witnesses  of  his  working-. 
Nevertheless,  I  think  that  the  admission  of  different  de- 
grees of  this  glory  and  image  of  himself  upon  creation, 
has  the  look  of  something  meant  esiiecially  for  us ;  for 
although,  in  pursuance  of  the  appointed  system  of  gov- 
ernment by  universal  laws,  these  same  degrees  exist 
where  we  cannot  witness  them,  yet  the  existence  of  de- 
grees at  all  seems  at  first  unlikely  in  Divine  work,  and  I 
cannot  see  reason  for  it  unless  that  palpable  one  of  in- 
creasing in  ns  the  understanding  of  the  sacred  characters 
by  showing  us  the  results  of  their  comparative  absence. 
For  I  know  not  that  if  all  things  had  been  equally  beau- 
tiful, we  could  have  received  the  idea  of  beauty  at  all,  or 
if  we  had,  certainly  it  had  become  a  matter  of  indiffer- 
ence to  us,  and  of  little  thoiight,  whereas  through  the 
benelicent  ordaining  of  degrees  in  its  manifestation,  the 
hearts  of  men  are  stirred  by  its  occasional  occurrence  in 
81 
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its  Doblest  form,  and  all  their  energies  are  awakened  in 
the  pnrsnit  of  it,  and  endeavor  to  arrest  it  or  recreate  it 
wiat  for  themsel-ves.    But  whatever  doubt  there 

•wc^tbnM »  may  be  respecting  the  exact  amount  of 
modification  of  create<I  things  admitted 
with  reference  to  us,  there  can  be  none  respecting  the 
dignity  of  that  faculty  by  which  we  receive  the  mysteri- 
ous evidence  of  their  Divine  origin.  The  fact  of  our  de- 
riving conataat  pleasiire  from  whatever  is  a  type  or 
Bemhlance  of  Divine  attributes,  and  from  nothing  but 
that  which  is  so,  is  the  most  glorious  of  all  that  can  be 
demonstrated  of  human  nature ;  it  not  only  sets  a  great 
gulf  of  specific  separation  between  us  and  the  lower  ani- 
mals, but  it  seems  a  promise  of  a  communion  ultimately 
deep,  close,  and  couscioufj,  with  the  Being  whoso  tlark- 
ened  manifestations  we  here  feebly  and  unthinkingly 
delight  in.  Probably  to  every  order  of  iutelligcnco  more 
of  his  image  becomes  palpable  in  all  around  them,  and 
the  glorified  spirits  and  the  angels  have  perceptions  aa 
mnch  more  fall  and  rapturous  than  ours,  as  oura  than 
those  of  beasts  and  creeping  things.  And  receiving  it, 
as  we  must,  for  an  universal  axiom  that  "  no  natural  de- 
sire can  bo  entirely  frustrate,"  and  seeing  that  those  de- 
sires are  indeed  so  unfailing  in  ua  that  they  have  es- 
caped not  the  reasoners  of  any  time,  but  were  held  divine 
of  old,  and  in  even  heathen  countries,*  it  cannot  be  but 
that  there  is  in  these  visionary  pleasures,  lightly  as  we 
now  regard  them,  cause  for  thankfulness,  ground  for 
hope,  anchor  for  faith,  more  than  in  all  the  other  mani. 
fold  gifts  and  guidances,  wherewith  Grod  crowns  the 
years,  and  hedges  the  paths  of  men. 

*  'H  fll  T«At[a  itAatfio¥ia  iftaptiruth  rJr  iirnv  inpyita,     *      *     Tori  ^tv  y^ 

tnpylas  Sirapx".  ''■"''  ("iAAw  frV'  "Ml*  li/Bai/ioMl.  iwMi  aiSaii$  Koww 
ni  «wplaf.— Arlsl.  Etb.  Lib.  lOlli.  The  con  eluding  book  of  tboElbics 
stiDuld  be  carefully  leod.    It  U  ull  moat  vuluable, 
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OF  VITAL  BEATTTT.      FIRST,  AS  BELATITE. 

I  PROCEED  more  particulttrly  to  examine  the  nature  of 
that  second  kind  of  beauty  of  which  I  spoke  in  the  third 
chapter,  aa  consisting  "  in  the  appearance  of  felicitoua 
fulfilment  of  function  in  living  things."  I  _ 
have  already  noticed  the  csample  of  very  in™  upicBi  to 
pare  and  high  typical  beauty  which  is  to 
be  found  in  the  lines  and  gradations  of  unsullied  snow : 
if,  passing  to  the  edge  of  a  sheet  of  it,  upon  the  lower 
Alps,  early  in  May,  we  find,  as  we  are  nearly  sure  to  find, 
two  or  three  little  round  openings  pierced  in  it,  and 
through  theae  emergent,  a  slender,  pensive,  fragile 
flower  *  whose  small,  dark,  purple-fringed  bell  hangs 
down  and  shudders  over  the  icy  cleft  that  it  has  cloven, 
as  it  partly  wondering  at  its  own  recent  grave,  and  partly 
dying  of  very  fatigue  after  its  hard  won  victory :  we 
shall  be,  or  we  ought  to  be,  moved  by  a  totally  different 
impression  of  loveliness  from  that  which  we  receive 
among  the  dead  ice  and  the  itUe  clouds.  There  is  now  ut- 
tered to  us  a  call  for  sympathy,  now  offered  to  us  an  im- 
age of  moral  purpose  and  achievement,  which,  however 
unconscious  or  senseless  the  creature  may  indeed  be  that 
so  seems  to  call,  cannot  be  heard  without  affection,  nor 
contemplated  without  worship,  by  any  of  us  whose  heart 
is  rightly  tuned,  or  whoso  mind  is  clearly  and  surely 
sighted. 

Throughout  the  whole  of  the  organic  creation  every 
*  Soldasella  Alplno. 
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being  in  a  perfect  state  exhibits  certain  appearances,  a 
evidences,  of  happiness,  and  besides  is  in  its  nature,  iti 
desires,  its  modes  of  nourishment,  habitation,  and  death,  " 
illnstrative  or  expressive  of  certain  moral  dispositions 
or  prineiplea.  Now.  fii-st,  in  the  keenness  of  the  sympa- 
thy which  we  feel  in  the  happiness,  real  or  apparent, 
of  all  organic  beings,  and  which,  as  we  shall  presently 
iably  prompts  ns,  from  the  joy  wo  have  in  it, 
to  look  upon  tliose  as  most  lovely  which  are  most 
happy ;  and  secondly,  in  the  justness  of  the  moral  sense 
which  rightly  reads  the  lesson  they  are  all  intended 
to  teach,  and  classes  them  in  orders  of  worthiness  and 
beauty  according  to  tlie  rank  and  nature  of  that  lesson, 
whether  it  be  of  warning  or  example,  of  those  that  wallow 
or  of  those  that  soar,  of  the  fiend-hunted  swine  by  the 
Gennesaret  lake,  or  of  the  dove  returning  to  its  ark  ot 
rest ;  in  our  right  accepting  and  reatling  of  all  this,  con- 
sists, I  say,  the  ultimately  perfect  condition  of  that  uoble 
theoretic  faculty,  whose  place  in  the  system  ot  our  nat- 
ure I  have  already  partly  vindicated  with  respect  to 
t.ypical,  but  which  can  only  fully  be  established  with 
respect  to  y\ia\  beauty. 

Its  first  perfection,  therefore,  relating  to  vita!  beauty, 
is  the  kindness  and  unselfish  fulness  of  heart,  which  re- 
ceives the  utmost  amount  of  pleasure  from  the  happiness 
of  all  things.  Of  which  in  high  degree  the  heart  of  man 
II.  The  portBc-  is  incapable,  neither  what  intense  enjoy- 
mk  '^fJBjty*"'M  ment  the  angels  may  have  in  all  that  they 
Ti£?Ti^iir'!'iB  see  of  things  that  move  and  live,  and  in  the 
"^^  part  they  take  in  the  shedding  of  God's 

kindness  upon  them,  can  we  know  or  conceive :  only  in 
proportion  as  we  draw  near  to  God,  and  are  made  in 
measure  like  imto  him,  can  we  increase  this  our  posses- 
sion ot  charity,  of  which  the  entire  essence  is  in  God 
only. 

Wherefore  it  is  evident  that  even  the  ordinary  exer- 
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cise  of  this  faculty  implies  a  condition  of  the  whole  moral 
being  in  some  measure  right  and  healthy,  and  that  to  the 
entire  exercise  of  it  there  is  necessary  the  entire  perfec- 
tion of  the  Christian  character,  for  he  who  loves  not  God, 
nor  his  brother,  cannot  lovo  the  grass  beneath  his  feet 
and  the  creatures  that  fill  those  spaces  in  the  universe 
which  he  needs  not,  and  which  live  not  for  his  uses ;  nay, 
he  has  seldom  grace  to  be  grateful  even  to  those  that  love 
him  and  serve  him,  while,  on  the  other  hand,  uone  can 
love  God  nor  his  human  brother  without  loving  all  things 
which  his  Father  loves,  nor  without  looking  upon  them 
every  one  as  in  tliat  respect  his  brethren  also,  and  per- 
haps worthier  than  he,  if  in  the  under  concords  they  have 
to  fill,  their  part  is  touched  more  truly.  Wherefore  it  is 
good  to  read  of  that  kindness  and  humbleness  of  St. 
Francis  of  Assisi,  who  spoke  never  to  bird  nor  to  cicala, 
nor  even  to  wolf  and  beast  of  prey,  but  as  his  brother ; 
and  so  we  find  are  moved  the  minds  of  all  good  and 
mighty  men,  as  in  the  lesson  that  we  have  from  the  Mar- 
iner of  Coleridge,  and  yet  more  truly  and  rightly  taught 
in  the  Heartleap  welt, 

"  Never  to  blend  our  pleasure,  or  our  pride, 
WitU  sorrow  of  tUo  meanest  iliing  Ihnt  feels," 

and  again  in  the  "White  Doe  of  Bylstone,  with  the  added 
teaching  of  that  gift,  which  we  have  from  things  beneath 
us,  in  thanks  for  the  love  they  cannot  equally  retom; 
that  anguish  of  our  own, 

"  Is  tempered  and  allnyed  ty  sympBthies, 
Aloft  descending  and  descending  deep. 
Even  to  the  inferior  kinds," 

so  that  I  know  not  of  anything  more  destructive  of  the 
whole  theoretic  faculty,  not  to  say  of  the  Christian  char- 
acter and  human  intellect,  than  tboso  accursed  sports  in 
which  man  makes  of  himself,  cat,  tiger,  serpent,  chaeto- 
don,  and  alligator  in  one,  and  gathers  into  one  contin- 
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uauce  of  cruelty  for  his  amusement  all  the  devices  thai 
brutes  sparingly  and  a,t  intervals  use  against  each  other 
for  their  nBceasities.* 

As  we  pass  from  those  beings  of  whose  happiness 
and  pain  wo  are  certain  to  those  iu  which  it  is  donbtfnl 
IS  onij  niih  or  only  aeeminpr,  as  possibly  in  plants. 
!i:it(foi.°,£'t!l!S  (thoiis-h  I  would  faiu  hold,  if  I  might.  "  the 
■yiopMht.  faith  that  every  flower  enjoys  the  nir  it 

breathes,"  neither  do  I  ever  crush  or  gather  one  without 
some  pain,)  yet  our  feeling  for  them  has  in  it  more  of 
sympathy  than  of  actual  love,  as  receiving  from  them  in 
delight  far  more  than  we  can  give;  for  love,  I  think, 
chiefly  grows  in  giving,  at  least  its  essence  is  the  desire 
of  doing  good,  or  giving  happiness,  and  we  cannot  feel 
the  desire  of  that  which  we  cannot  conceive,  so  that  if  we 
conceive  not  of  a  plant  as  capable  of  pleasure,  we  cannot 
desire  to  give  it  pleasure,  that  is,  we  cannot  love  it  in  the 
entire  sense  of  the  term. 

Nevertheless,  the  sympathy  of  very  lofty  and  sensitive 
minds  usually  reaches  so  far  as  to  the  conception  of  life 
in  the  plant,  and  so  to  love,  as  with  Shelley,  of  the  sen- 
sitive plant,  and  Shakspeare  always,  as  he  has  taught  us 
in  the  sweet  voices  of  Ophelia  ttnd  Perdita,  and  Words- 
worth alwaj's,  as  of  the  daffodils,  and  the  celandine, 
"  It  doth  not  love  the  shower,  nor  seek  the  cold. 
This  neitlicr  is  its  com-age.  nor  its  choice, 
But  its  ncceasily  In  being  old,"— 

and  BO  all  other  great  poets  (that  is  to  say,  great  seers ;  +) 

•  I  would  liaTO  Mr.  Lnndseer,  before  be  gives  iisany  more  writhing 
otters,  or  yelping  paclta,  reflect  wbelhcr  tliut  M'bich  Is  best  worthy  of 
contemplation  !a  a  hound  be  itsTcrocity.  or  in  an  otter  its  agony,  or  in 
a  human  being  its  victory,  hnrdly  achieved  even  with  the  aid  of  its 
more  aagacioua  brutal  allies  over  a  poor  little  fiati'CatchIng  creature,  n 
foot  long, 
f  Compare  Milton. 

"  They  a.t  her  coming  sprung 
And  touched  by  her  fair  tendance,  gladller  grew," 
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nor  do  I  believe  that  any  mind,  however  rude,  is  without 
some  slight  perception  or  acknowledgment  of  joyfnhiess 
in  breathlesB  things,  aa  most  certainly  there  are  none  but 
feel  instinctive  delight  in  the  appearances  of  such  en- 
joyment. 

For  it  is  matter  of  easy  demonstration,  that  setting 
the  characters  of  typical  beauty  aside,  the  pleasure  af- 
forded by  every  organic  form  is  in  pro-  ^  ^  wiitch  tH 
portion  to  its  appoarMice  of  healthy  vital  fhT^"?^™!!™ 
energy ;  as  in  a  rose-bush,  settinff  aside  "'|^^'^  '"  "^ 
all  considerations  of  gradated  flushing  of 
color  and  fair  folding  of  line,  which  it  shares  with  the 
cloud  or  the  snow-wreath,  we  find  in  and  through  all 
this,  certain  signs  pleasant  and  acceptable  as  signs  of 
life  and  enjoyment  in  the  particular  individual  plant 
itself.  Every  leaf  and  stalk  is  seen  to  have  a  function, 
to  be  constantly  exercising  that  function,  and  as  it  seems 
aolely  for  the  good  and  enjoyment  of  the  plant.  It  is  true 
that  reflection  will  show  us  that  the  plant  is  not  living 
for  itself  alone,  that  its  life  is  one  of  benefactioD,  that  it 
gives  as  well  as  receives,  but  no  sense  of  this  whatsoever 
mingles  with  our  perception  of  physical  beauty  in  its 
forms.  Those  forms  which  appear  to  be  necessary  to  its 
health,  the  symmetry  of  its  leaflets,  the  smoothness  of 
its  stalks,  the  vivid  green  of  its  shoots,  are  looked  upon 
by  us  as  signs  of  the  plant's  own  happiness  and  perfec- 
tion ;  they  are  useless  to  us,  except  aa  they  give  ua 
pleasure  in  our  sympathizing  with  that  of  the  plant,  and 
if  we  see  a  leaf  withered  or  shrunk  or  worm-eaten,  we 
say  it  is  ugly,  and  feel  it  to  be  most  painful,  not  because 
it  hurts  us,  but  because  it  seems  to  hurt  the  plant,  and 
conveys  to  us  an  idea  of  pain  and  disease  and  failure  of 
life  in  it. 

That  the  amount  of  pleasure  we  receive  is  in  exact 
proportion  to  the  appearance  of  vigor  and  sensibility  in 
the  plant,  is  easily  proved  by  observing  the  effect  of 
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those  which  show  the  evidences  of  it  in  the  least  degree, 
as,  for  instance,  any  of  the  cacti  not  in  Sower.  Their 
masses  tire  heavy  and  simjile,  their  growth  slow,  their 
various  parts  jointed  on  one  to  another,  as  if  they  were 
buckled  or  pinned  together  instead  of  growing  out  of 
each  other,  (note  the  singular  imposition  in  many  of 
them,  the  prickly  pear  for  instance,  of  the  fruit  upon  the 
body  of  the  plant,  so  that  it  looks  like  a  swelling  or  dis- 
ease,) and  often  farther  opposed  by  harsh  truncation  of 
line  as  in  the  caetua  truncatophylla.  All  these  circum- 
stances so  concur  to  deprive  the  plant  of  vital  evidences, 
that  we  receive  from  it  more  sense  of  pain  than  of  beau- 
ty; and  yet  even  here,  the  sharpness  of  the  angles,  the 
symmetrical  order  and  strength  of  the  apiues,  the  fresh 
and  even  color  of  the  body,  are  looked  for  earnestly  as 
signs  of  healthy  condition,  our  pain  is  increased  by  their 
absence,  and  indefinitely  increased  if  blotches,  and  other 
appearances  of  bruise  and  decay  interfere  with  that 
little  life  which  the  pliunt  seems  to  possess. 

The  Bame  singular  characters  belong  in  animals  to  the 
Crustacea,  as  to  the  lobster,  crab,  scorpion,  etc.,  and  in 
great  measure  deprive  ihem  of  the  beauty  which  we  find 
in  higher  orders,  so  that  we  are  reduced  to  look  tor  their 
beauty  to  single  parts  and  joints,  and  not  to  the  whole 
animal. 

Now  I  wish  particularly  to  impress  upon  the  reader 
that  all  these  sensations  of  beauty  in  the  plant  arise 
■  t  Thii  mnpii-  ^"n  OT  uuselfish  sympathy  with  its  hap- 
H&  doei°^^re^  piness,  and  not  from  any  view  of  the  qual- 
Kiniotiiity.  ities  in  it  which  may  bring  good  to  ns,  nor 

even  from  our  acknowledgment  in  it  of  any  moral  condi- 
tion beyond  that  of  mere  felicity;  for  such  an  acknowl- 
edgment Ijelongs  to  the  second  operation  of  the  theo- 
retic faculty  (compare  §  2,)  and  not  to  the  sympathetic 
part  which  we  are  at  present  examining :  so  that  we  even 
find  that  in  this  respect,  the  moment  we  begin  to  look 
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upon  any  creature  aa  sabordinate  to  some  purpose  out 
of  itself,  some  of  the  sense  of  organio  beauty  is  lost. 
Thus,  when  we  are  told  that  the  leaves  of  a  plant  tire 
occupied  in  decomposing  carbonic  acid,  and  preparing 
oxygen  for  us,  we  begin  to  look  upon  it  with  some  such 
indiffereuce  as  upou  a  gasometer.  It  has  become  a  ma- 
chine !  some  of  our  sense  of  its  happiness  is  gone ;  its 
emanation  of  inherent  life  is  no  longer  pure.  The  bend- 
ing trunk,  waviug  to  and  fro  in  the  wind  above  the 
waterfall,  is  beautiful  because  it  is  happy,  though  it  is 
perfectly  useless  to  us.  The  samu  tnank,  hewn  down  and 
thrown  across  the  stream,  has  lost  its  beauty.  It  serves 
as  a  bridge, — it  has  become  useful ;  it  lives  not  for  itself 
and  its  beauty  is  gone,  or  what  it  retains  is  purely  tj'pi- 
cal,  dependent  on  its  lines  and  colors,  not  on  its  func- 
tions. Saw  it  into  planks,  and  tliough  now  adapted  to 
become  permanently  useful,  its  whole  Iwanty  is  lost  for- 
ever, or  to  be  regained  only  in  part  when  decay  and  ruin 
shall  have  withdrawn  it  again  from  use,  and  left  it  to 
receive  from  the  hand  of  nature  the  velvet  moss  and 
varied  lichen,  which  may  again  suggest  ideas  of  inherent 
happiness,  and  tint  its  mouldering  sides  with  hues  of  life. 

Tliere  is  something,  I  think,  peculiarly  beautiful  and 
instructive  in  this  unselfishness  of  the  theoretic  faculty, 
and  in  its  abhorrence  of  all  utility  which  is  based  on  the 
pain  or  destruction  of  any  creature,  for  in  such  minister- 
ing to  each  other  as  is  consistent  with  the  essence  and 
energy  of  both,  it  takes  delight,  as  in  the  clothing  of  the 
rock  by  the  herbage,  and  the  feeding  of  the  herbage  by 
the  stream. 

But  still  more  distinct  evidence  of  its  being  indeed 
the  expression  of  happiness  to  which  wo  look  for  our 
first  pleasure  in  organic  form,  is  to  be  ^^ 

found  in  the  way  in  which  we  regard  the    wuh  r»pect  to 
bodily  frame  of  animals :  of  which  it  is  to 
be  noted  first,  that  there  is  not  anything  which  causes  so 
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intense  and  tormenting  a  Ben»e  of  ugliness  us  any  scar, 
wound,  monsti-osity,  or  imperfection  which  seems  incon- 
sistent with  the  animal's  ease  and  heiiltli ;  and  that  al- 
though in  vegetables,  where  there  is  no  immediate  sense 
of  pain,  we  are  comparatively  little  hurt  by  excrescences 
and  irregularities,  but  are  sometimes  even  delighted  with 
them,  and  fond  of  them ,  as  children  of  the  oak  applo,  and 
sometimes  look  npon  them  as  more  interesting  than  the 
uninjured  conditions,  as  in  the  gnarled  and  knotted 
trunks  of  trees;  yet  the  slightest  approach  to  anything 
of  the  kind  in  animal  form  is  regarded  with  intense 
horror,  merely  from  the  sense  of  pain  it  conveys.  And. 
in  the  second  place,  it  is  to  be  noted  that  whenever  we 
dissect  the  animal  frame,  or  conceive  it  as  dissected,  and 
IT  Aniin  in  da-  Substitute  in  our  ideas  the  neatness  of  me- 
SencMoi'niMbiD-  "^'^•t^'J  contrivauce  for  the  pleasure  of 
>•"■  the  animal ;  the  moment  we  reduce  enjoy- 

ment to  ingenuity,  and  volition  to  leverage,  that  instant 
all  sense  of  beauty  disappears.  Take,  tor  instance,  the 
action  of  the  limb  of  the  ostrich,  which  is  beautiful  bo 
long  as  we  see  it  in  its  swift  uplifting  along  the  desert 
sands,  and  trace  in  the  tread  of  it  her  scorn  of  the  horse 
and  his  rider,  but  would  infinitely  lose  of  its  impressive- 
ness,  if  we  could  see  the  spring  ligament  playing  back- 
wards and  forwards  in  alternate  jerks  over  the  tubercle  at 
the  hock  joint.  Take  again  the  action  of  the  dorsal  fin 
of  the  shark  tribe.  So  long  as  we  obseiwe  the  tmifonn 
energy  of  motion  in  the  whole  frame,  the  lash  of  the  tail, 
bound  of  body,  and  instantaneous  lowering  of  the  dorsal. 
to  avoid  the  resistance  of  the  water  as  it  turns,  there  is 
high  sense  of  organic  power  and  beauty.  But  when  we 
dissect  the  dorsal,  and  find  that  its  superior  ray  is  sup. 
ported  in  its  position  by  a  peg  in  a  notch  at  its  base,  and 
that  when  the  fin  is  to  be  lowered,  the  peg  has  to  be 
taken  out,  and  when  it  is  raised  put  in  again ;  although 
we  axe  filled  with  wonder  at  the  ingenuity  of  the  me- 
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chanical  contrivance,  all  our  sense  of  beaaty  is  gone,  and 
uot  to  be  recovered  until  we  again  see  the  fin  playing  on 
the  animal's  body,  apparently  by  its  own  will  alone, 
with  the  life  running  along  its  rays.  It  is  by  a  beautifiU 
ordinance  of  the  Creator  that  all  those  mechanisms  are 
concealed  from  sight,  though  opeu  to  investigation,  and 
that  in  all  which  is  outwardly  manifested  we  seem  to  see 
his  presence  rather  than  his  workmanship,  and  the  mys- 
terious breath  of  life,  rather  than  the  manipulation  of 
matter. 

As,  therefore,  it  appears  from  all  evidence  that  it  is 
the  sense  of  felicity  which  we  first  desire  in  organic 
form,  it  is  evident  from  reason,  as  demonstrable  by  ex- 
perience, that  those  forms  will  be  the  most  beautiful 
(always,  observe,  leaving  tyi}ical  beauty  out  of  the  ques- 
tion) which  extibit  moat  of  power,  aud  seem  capable  of 
most  quick  and  joyous  sensation.  Hence  we  find  grada- 
tions of  beauty  from  the  apparent  impenetrableness  of 
hide  and  slow  motion  of  the  elephant  and  rhinoceros, 
from  the  foul  occupation  of  the  vulture,  fi-om  the  earthy 
struggling  of  the  worm,  to  the  brilliancy  of  the  butter- 
fly, the  buoyancy  of  the  lark,  the  swiftness  of  the  fawn 
and  the  horse,  the  fair  and  kingly  sensibility  of  man. 

Thus  fur  then,  the  theoretic  faculty  is  concerned  with 
the  happiness  of  animals,  and  its  exercise  depends  on 
the  cultivation  of  the  affections  only.  Let  {  s.  tub  wcond 
us  next  observe  how  it  is  concerned  with 
the  moral  functions  of  animals,  aud  there- 
fore how  it  is  dependent  on  the  cultivation 
of  every  moral  sense.  There  is  not  any  organic  creature, 
but  in  its  history  and  habits  it  shall  exemplify  or  illus- 
trate to  us  some  moral  excellence  or  deficiency,  or  some 
point  of  God's  providential  government,  which  it  is 
necessary  for  us  to  know.  Thus  the  functions  tind  the 
fates  of  animals  are  distributed  to  them,  with  a  variety 
which  exhibits  to  as  the  dignity  ^id  results  of  almost 
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every  passion  and  kind  of  conduct,  some  filthy  and  sloth- 
ful, pining  and  unhappy ;  some  rapacious,  restless,  and 
cruel ;  some  ever  earnest  and  laborious,  and,  I  think,  un- 
happy in  their  endless  labor,  creatures,  like  the  bee,  that 
heap  up  riches  and  cannot  tell  who  shall  gather  them, 
and  others  employed  like  angels  in  endless  offices  of  love 
and  praise.  Of  which  when,  in  right  condition  of  mind, 
we  esteem  those  most  beautiful,  whose  functions  are  the 
most  noble,  whether  as  some,  in  mere  energy,  or  as 
others,  in  moral  honor,  so  that  we  look  with  hate  on  the 
foulness  of  the  sloth,  and  the  subtlety  of  the  adder,  and 
the  rage  of  the  hyena:  with  the  honor  due  to  their  earthly 
wisdom  wo  invest  the  earnest  ant  and  unwearied  bee ; 
but  we  look  with  full  perception  of  sacred  function  to 
the  tribes  of  burning  plumage  and  choral  voice.*  And 
so  what  lesson  we  might  receive  for  our  earthly  conduct 
from  the  creeping  and  laborious  things,  was  taught  us 
by  that  earthly  king  who  made  silver  to  be  in  Jerusalem 
as  stones  (yet  thereafter  was  less  rich  towards  God). 
But  from  the  lips  of  an  heavenly  King,  who  had  not 
where  to  lay  his  head,  we  were  taught  what  lesson  we 
have  to  learn  from  those  higher  creatures  who  sow  not, 
nor  reap,  nor  gather  into  bams,  for  their  Heavenly 
Father  feedeth  them. 

Tliere  is  much  difficulty  in  the  way  of  our  looking  with 
this  rightly  balanced  judgment  on  the  moral  functions 
1 9.  How  Imped-  ^^  ^'^®  animal  tribes,  owing  to  the  inde- 
*^  pendent  and  often  opposing  characters  of 

typical  beauty,  which  are  among  them,  as  it  seems,  arbi- 
trarily distributed,  so  that  the  most  fierce  and  cruel  are 
often  clothed  in  the  liveliest  colors,  and  strengthened  by 
the  noblest  forms,  vnih  this  only  exception,  that  so  far 
as  I  know,  there  is  no  high  beauty  in  any  slothful  animal, 

•  "  Type  of  the  wise — who  soar,  but  never  roam, 
True  to  the  kindred  points  of  heaven  and  home." 

(Wordsworth. — To  the  Skylark.) 


SBLATIVE.  333 

tnt  even  among  those  of  prey,  its  characters  exist  in  ex- 
alted measure  upon  those  that  ranpfe  and  pnraue,  and  are 
in  equal  degree  withdrawn  fi-om  those  that  lie  subtly 
and  silently  in  the  covert  of  the  reed  and  fens.  But  that 
mind  only  is  fully  disciplined  in  its  theoretic  power, 
which  can,  when  it  chooses,  throwing  off  the  sympathies 
and  repugnancies  with  which  the  ideas  of  destmctive- 
ness  or  of  innocence  accustom  us  to  regard  the  animal 
tribes,  as  well  as  those  meaner  likes  and  dislikes  which 
arise,  I  think,  from  the  greater  or  less  resemblance  of 
animal  powers  to  our  own,  can  pursue  the  pleasures  of 
typical  beauty  down  to  the  scales  of  the  alligator,  the 
coils  of  the  serpent,  and  the  joints  of  the  beetle ;  and 
again,  on  the  other  hand,  regardless  of  the  impressions 
of  typical  beauty,  accept  from  each  creature,  great  or 
small,  the  more  important  lessons  taught  by  its  position 
in  creation  as  sufferer  or  chastiser,  as  lowly  or  having 
dominion,  as  of  foul  habit  or  lofty  aspiration,  and  from 
the  several  perfections  which  all  illiiatrate  or  possess, 
courage,  perseverance,  industry,  or  intelligence,  or, 
higher  yet,  of  love  and  patience,  and  fidelity  and  rejoic- 
ing, and  never  wearied  praise.  Which  moral  perfections 
that  they  indeed  are  productive,  in  pro-  ,  j^  .j.^a  |„j„. 
portion  to  their  expression,  of  instant  ^,  "^  'eiprw^ 
beauty  instinctively  felt,  is  best  proved  by  ''™- 
comparing  those  parts  of  animals  in  which  they  are 
definitely  expressed,  as  for  instance  the  eye,  of  which  we 
shall  find  those  ugliest  which  have  in  them  no  expres- 
sion nor  life  whatever,  but  a  corpse-like  stare,  or  an  in- 
definite meaningless  glaring,  as  in  some  lights,  those  of 
owls  !ind  cats,  and  mostly  of  insects  and  of  all  creatures 
in  which  the  eye  seems  rather  an  external,  optical  instru- 
ment than  a  bodily  member  tlirough  which  emotion  and 
virtue  of  soul  may  be  expressed,  (as  pre-eminently  in  the 
chameleon,)  because  the  seeming  want  of  sensibility  and 
vitality  in  a  living  creature  is  tlie  most  painful  of  all 
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wants.  And  next  to  these  in  ugliness  come  the  eyes 
that  gain  vitality  indeed,  bat  only  by  means  of  the  ex- 
pression of  intense  malignity,  as  in  the  serpent  and  alli- 
gator ;  and  next  to  these,  to  whose  malignity  is  added 
the  Tirtne  of  subtlety  and  keenness,  as  of  the  lynx  and 
hawk;  and  then,  by  diminishing  the  malignity  and  in- 
creasing the  expressions  of  comprehensiTeness  and  de- 
termination, we  arriTe  at  those  of  the  lion  and  eagle,  and 
at  last,  by  destroying  malignity  altogether,  at  the  fair 
eye  of  the  herbivorous  tribes,  wherein  the  superiority 
of  beauty  consists  always  in  the  greater  or  less  sweet- 
ness and  gentleness  primarily,  as  in  the  gazelle,  camel, 
and  ox,  and  in  the  greater  or  less  intellect,  secondarily, 
as  in  the  horse  and  dog,  and  finally,  in  gentleness  and 
intellect  both  in  man.  And  again,  taking  the  mouth, 
another  source  of  expression,  we  find  it  ugliest  where  it 
has  none,  as  mostly  in  fish,  or  perhaps  where  without 
gaining  much  in  expression  of  any  kind,  it  becomes  a 
formidable  destructive  instrument,  as  again  in  the  alli- 
gator, and  then,  by  some  increase  of  expression,  we 
arrive  at  birds'  beaks,  wherein  there  is  more  obtained  by 
the  different  ways  of  setting  on  the  mandibles  than  is 
commonly  supposed,  (compare  the  bills  of  the  duck  and 
the  eagle,)  and  thence  we  reach  the  finely  developed  lips 
of  the  camivora,  which  nevertheless  lose  that  beauty 
they  have,  in  the  actions  of  snarling  and  biting,  and 
from  these  wo  pass  to  the  nobler  because  gentler  and 
more  sensible,  of  the  horse,  camel,  and  fawn,  and  so 
again  u])  to  man,  only  there  is  less  traceableness  of  the 
priuciplo  in  the  mouths  of  the  lower  animals,  because 
they  are  in  slight  measure  only  capable  of  expression, 
and  cliieflv  used  as  instruments,  and  that  of  low  func- 
tion,  whereas  in  man  the  mouth  is  given  most  definitely 
as  a  m(?ans  of  expression,  beyond  and  above  its  lower 
funcitions.  Compare  the  remarks  of  Sir  Charles  Bell  on 
this  subject  in  his  Essay  on  Expression,  and  compare 
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the  moath  of  the  negro  head  given  by  him  (p.  28,  third 
edition)  with  that  of  Baffaelle's  St.  Catherine,  I  shall 
illustrate  the  subject  farther  heresifter  by  gi^^ing  the 
mouth  of  one  of  the  demons  of  Oreagna's  luferno,  with 
projecting  incisors,  and  that  of  a  fish  and  a  swine,  in  op- 
position to  pure  graminivorous  Euid  human  forms ;  but 
at  present  it  is  sufficient  fur  my  purpose  to  insist  on  the 
sing-le  great  principle,  that,  wherever  expression  is  pos- 
sible, and  uniuterfered  with  by  characters  of  tj^pical 
beauty,  which  confuse  the  subject  exceedingly  as  regards 
the  mouth,  (for  the  typical  beauty  of  the  cai-nivorous 
lips  is  on  a  grajid  scale,  while  it  exists  in  very  low  de- 
gree in  the  beaks  of  birds,)  wherever,  I  say,  these  con- 
siderations do  not  interfere,  the  beauty  of  the  animal 
form  is  in  exact  proportion  to  the  amount  of  moral  or 
intellectual  virtue  expressed  by  it ;  and  wherever  beauty 
exists  at  all,  there  is  some  kind  of  virtue  to  which  it  is 
owing,  as  the  majesty  of  the  liou's  eye  is  owing  not  to 
its  ferocity,  but  to  its  serionsness  and  seeming  intellect, 
and  of  the  lion's  mouth  to  its  strength  and  sensibility, 
and  not  its  gnashing  of  teeth,  nor  wrinkling  in  its  wrath ; 
and  farther  be  it  noted,  that  of  the  intellectual  or  moral 
virtues,  the  moral  are  those  which  are  attended  with 
most  beauty,  so  that  the  gentle  eye  of  the  gazelle  is 
fairer  to  look  upon  than  the  more  keen  glance  of  men,  it 
it  be  tmkind. 

Of  the  parallel  eSects  of  expression  upon  plants  there 
is  little  to  be  noted,  as  the  mere  naming  of  the  subject 
cannot  but  bring  countless  illustrations  to  |  ^  ^i  b1k>  in 
the  mind  of  every  reader:  only  this,  that,  pi'^t^ 
as  we  saw  they  were  less  susceptible  of  our  sympathetic 
love,  owing  to  the  absence  in  them  of  capability  of  en- 
joyment, so  they  are  less  open  to  the  afifections  based 
upon  the  expression  of  moral  virtue,  owing  to  their 
want  of  volition ;  so  that  even  on  those  of  them  which 
are  deadly  and  unkind  we  look  not  without  pleasure,  the 
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more  because  this  tbeir  e^-il  operation  cannot  be  by 
them  outwardly  expressed,  but  only  by  na  empirically 
kiiouii ;  BO  that  of  the  outward  seemin^s  and  expressions 
of  plants,  there  are  few  but  are  in  some  way  good  and 
therefore  beautiful,  as  of  humility,  and  modaaty,  and  love 
of  places  and  things,  iu  the  reaching  out  of  their  arms, 
and  clasping  of  their  tendrils ;  and  energy  of  resistance, 
and  patience  of  suffering,  and  beneficence  one  towards 
another  in  shade  and  protection,  and  to  us  also  in  scents 
and  fruits  (for  of  their  healing  virtues,  however  impor- 
tant to  us,  there  is  no  more  outward  sense  nor  seeming 
than  of  their  properties  mortal  or  dangerous). 

Whence,  iu  fine,  looking  to  the  whole  kingdom  of 
organic  nature,  we  find  that  our  full  receiving  of  its 
beauty  depends  first  on  the  sensibility  and 
then  on  the  accuracy  and  touchstone  faith- 
fulness of  the  heart  in  its  moral  judgments,  so  that  it  is 
necessary  that  we  should  not  only  love  all  creatures  well, 
but  esteem  them  in  that  order  which  is  according  to 
God's  laws  and  not  nccording  to  our  oim  human  pas- 
sions and  predilections,  not  looking  for  swiftness,  and 
strength,  and  cunning,  rather  than  for  patience  and 
kindness,  still  less  delighting  in  their  animosity  and 
cruelty  one  towards  smother,  neither,  if  it  may  be  avoid- 
ed, interfering  with  the  working  of  nature  in  any  way, 
nor,  when  we  interfere  to  obtain  service,  judging  from 
the  morbid  conditions  of  the  animal  or  vegetable  so  in- 
duced; for  we  see  every  day  the  theoretic  faculty  en- 
tirely destroyed  in  those  who  are  interested  in  particular 
animals,  by  their  delight  in  the  results  of  their  own 
teaching,  and  by  the  vain  straining  of  curiosity  for  new 
forms  such  as  nature  never  intended,  as  the  disgusting 
types  for  instance,  which  we  see  earnestly  sought  for  by 
the  fanciers  of  rabbits  and  pigeons,  and  constantly  in 
horses,  substituting  for  the  true  and  balanced  beauty  of 
the  free  creature  some  morbid  development  of  a  single 
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power,  as  of  swiftness  in  the  racer,  at  the  expense,  in 
certain  measure,  of  the  animal  s  healthy  constitution  and 
fineness  of  form ;  and  so  the  delight  of  horticulturists  in 
the  spoiling  of  plants ;  so  that  in  all  cases  we  are  to  be- 
ware of  such  ojiinions  as  seem  in  any  way  referable  to 
human  pride,  or  even  to  the  grateful  or  pernicious  influ- 
ence of  things  upon  ourselves,  and  to  cast  the  mind  free, 
and  out  of  ourselves,  humbly,  and  yet  always  in  that  no- 
ble i^osition  of  i^ause  above  the  other  ^dsible  creatures, 
nearer  God  than  they,  which  we  authoritatively  hold, 
thence  looking  down  upon  them,  and  testing  the  clear* 
ness  of  our  moral  vision  by  the  extent,  and  fulness,  and 
constancy  of  our  pleasure  in  the  light  of  God's  love  as 
it  embraces  them,  and  the  harmony  of  his  holy  laws, 
that  forever  bring  mercy  out  of  rapine,  and  religion  out 
of  wTath. 

22 
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Hitherto  we  have  observed  the  conclusions  of  the  the- 
oretic faculty  with  respect  to  the  relations  of  happiness, 
and  of  more  or  less  esalted  function  existing  between 
different  orders  of  organic  being.  But  we 
must  pursue  the  inquiry  farther  yet,  and 
Kn  in  sTCTj  luii  observe  what  impressions  of  beaaty  aie 
connected  with  more  or  less  perfect  fulfil- 
ment of  the  appointed  function  by  different  individuals 
of  the  same  species.  We  are  now  no  longer  called  to 
pronounce  upon  worthiness  of  occupation  or  dignity  of 
disposition ;  but  both  employmeut  and  capacity  being 
known,  and  the  animal's  position  and  duty  fixed,  we  have 
to  regard  it  in  that  respect  alone,  comparing  it  with 
other  individuals  of  its  species,  and  to  determine  how 
far  it  worthily  executes  its  office :  whether,  if  scorpion. 
it  hath  poison  enough,  or  if  tiger,  strength  enough,  or  if 
dove,  innocence  enough,  to  sustain  rightly  ita  place  in 
creation,  and  come  up  to  the  perfect  idea  of  dove,  tiger, 
or  scorpion.  J 

In  the  first  or  sympathetic  operation  of  the  theoretia  ■ 
faculty,  it  will  be  remembered,  we  receive  pleasure  from   | 
the  signs  of  mere  happiness  in  living  things.     In  the 
second  theoretic  operation  of  comparing  and  judging, 
we  constituted  ourselves  such  judges  of  the  lower  creat- 
ures as  Adam  was  made  by  God  when  they  were  brought 
to  him  to  be  named,  and  we  allowed  of  beauty  in  tliem  i 
as  they  reached,  more  or  less,  to  that  standard  of  moral  i 


pBrfectioQ  by  which  we  test  ourselves.  But,  in  the  third 
place,  we  are  to  come  down  again  from  the  judgment 
seat,  and  taking  it  for  granted  that  every  creature  of  God 
is  in  some  way  good,  and  has  a  duty  and  specific  opera- 
tion providentially  accessory  to  the  well-being  of  all,  we 
are  to  look  in  this  faith  to  that  employment  and  nature 
of  each,  and  to  derive  pleasure  from  their  entire  perfec- 
tion and  fitness  for  the  duty  they  have  to  do,  and  in  their 
entire  fulfilment  of  it :  and  so  we  are  to  take  pleasure 
and  find  beauty  in  the  magnificent  binding  together  of 
the  jaws  of  the  ichthyosaurus  for  catching  and  holding, 
and  in  the  adaptation  of  the  lion  for  springing,  and  of 
the  locust  for  destroying,  and  of  the  lark  for  singing, 
aud  in  every  creature  (or  the  doing  of  that  which  God 
has  made  it  to  do.  Which  faithful  pleasure  in  the  per- 
ception of  the  perfect  operation  of  lower  creatures  I 
have  placed  last  among  the  perfections  of  the  theoretio 
faculty  concerning  them,  because  it  is  commonly  last 
acquired,  both  owing  to  the  humbleness  and  trustfulness 
of  lieart  which  it  demands,  and  because  it  implies  a 
knowledge  of  the  habits  and  structure  of  every  creature, 
such  as  we  can  but  imperfectly  possess. 

The  perfect  idea  of  theform  and  condition  in  which  all 
the  properties  of  the  species  are  fully  developed,  is  called 
the  ideal  of  the  species.  The  question  of  ,,.  ths  two 
the  nature  of  ideal  conception  of  species,  ™,^.^  "Vi£« 
and  of  the  mode  in  which  the  mind  arrives  '^"'^^  'Sna^S^ 
at  it,  has  been  the  subject  of  so  much  dis-  ''™- 
cnssion,  and  source  of  so  much  embarrassment,  chiefly 
owing  to  that  unfortunate  distinction  between  idealism 
and  realism  which  leatls  most  people  to  imagine  the  ideal 
opposed  to  the  real,  and  therefore  false,  that  I  tliink  it 
necessary  to  request  the  reader's  most  careful  attention 
to  the  following  jjositions. 

Any  work  of  art  which  represents,  not  a  material  ob- 
ject, bat  the  mental  conception  of  a  material  object,  is, 
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in  the  primary  sense  of  the  word  ideal ;  that  is  to  say,  it 
represents  an  idea,  and  not  a  thing.  Any  work  of  art 
which  represents  or  realizes  a  material  object,  is,  in  the 
primary  sense  of  the  term,  unideal. 

Ideal  works  of  art,  therefore,  in  this  first  sense,  rep- 
resent tha  result  of  an  act  of  imagination,  and  are  good 
or  bad  in  proportion  to  the  healthy  comlition  and  gen- 
eral power  of  the  imagioation,  whose  acts  they  repre- 
sent. 

Unideal  works  of  art  (the  studious  production  of  which 
is  termed  realism)  represent  actual  existing  things,  and 
are  good  or  bad  in  proportion  to  the  perfection  of  the 
representation. 

All  entirely  bad  works  of  art  may  be  divided  into  those 
which,  professing  to  be  imaginative,  bear  no  stamp  of 
ima^natlon,  and  are  therefore  false,  and  those  which,'! 
professing  to  be  representative  of  matter,  miss  of  the  rep-  r 
reaentatiou  and  are  therefore  nugatory. 

It  is  the  habit  of  most  observers  to  regard  art  aa  rep- 
resentative of  matter,  and  to  look  only  for  the  entireness 
of  representation ;  and  it  was  to  this  view  of  art  that  I 
limited  the  arguments  of  the  former  sections  of  the  pres- 
ent work,  wherein  bavins'  to  oppose  the  conclusions  of  a 
criticism  entirely  based  upon  the  realist  system,  I  was 
compelled  to  meet  that  criticism  on  its  own  grounds. 
But  the  greater  part  of  works  of  art,  more  especially 
those  devoted  to  the  expression  of  ideas  of  beauty,  are 
the  results  of  the  agency  of  imagination,  their  worthi- 
ness depending,  as  above  stated,  on  the  healthy  condition 
of  the  imagination. 

Hence  it  is  necessary  for  us,  in  order  to  arrive  at  con- 
clusions respecting  the  worthiness  of  such  works,  to  de- 
fine and  examine  the  nature  of  the  imaginative  faculty, 
and  to  determine  first  what  are  the  signs  or  conditions 
of  its  existence  at  all ;  and  secondly,  what  are  the  evi- 
dences of  its  healthy  and  efficient  existence,  upon  which 
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examination  I  shall  enter  in  the  second  BectioQ  of  the 
present  part. 

But  there  is  another  sense  of  the  word  ideal  besides 
this,  and  it  is  that  with  which  we  are  here  concerned.  It 
is  eyideut  that,  so  long  as  wo  nae  the  word  ■  a.  or  to  port«- 
to  signify  that  art  which  represents  ideas  """"fvp*- 
and  not  things,  we  may  use  it  as  truly  of  the  art  which  ' 
represents  an  idea  of  Caliban,  and  uot  real  Caliban,  as  of 
the  art  which  represents  an  idea  of  Antinous,  and  not 
real  Antinous.  For  that  is  as  much  imagination  which 
conceives  the  monster  as  which  conceives  the  man.  If, 
however,  Caliban  and  Antinous  be  creatures  of  the  same 
species,  and  the  form  of  the  one  contain  not  the  fully 
developed  types  or  characters  of  the  species,  while  the 
form  of  the  other  presents  the  greater  part  of  them,  then 
the  latter  is  said  to  bo  a  form  more  ideal  than  the  other, 
as  a  nearer  approximation  to  the  general  idea  or  concep- 
tion of  the  species. 

Now  it  is  evident  that  this  use  of  the  word  ideal  is 
much  leaa  accurate  than  the  other,  fi-om  which  it  is  de- 
rived, for  it  rests  on  the  assumption  that  ^^  .^^  ,,,[ 
the  assemblage  of  all  the  cbaractera  of  a  ^^—""0™™^ 
species  in  their  perfect  development  can-  tained, 
not  exist  but  in  the  imagination.  For  if  it  can  actually 
and  in  reality  exist,  it  is  not  right  to  call  it  ideal  or  im- 
aginary ;  it  would  be  better  to  call  it  characteristic  or 
general,  and  to  reserve  the  word  ideal  for  the  results  of 
the  operation  of  the  imagination,  either  on  the  perfect 
or  imperfect  forms. 

Nevertheless,  the  word  ideal  has  been  so  long  and  uni- 
versally accepted  in  this  sense,  that  I  think  it  better  to 
continue  the  use  of  it,  so  only  that  the  reader  will  be 
carefnl  to  obsen'e  the  distinction  in  the  sense,  according 
to  the  subject  matter  tmder  discussion.  At  present  then, 
using  it  as  expressive  of  the  noble  generic  form  which 
indicates  the  full  perfection  of  the  creature  in  all  its 
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functions,  I  wish  tn  exnjaine  how  far  this  perception  ex- 
ists or  may  exist  in  nature,  and  if  not  in  nature,  how  it 
is  by  us  discoverable  or  ima^uable. 

Now  it  is  better,  when  we  wish  to  arrive  at  truth,  al- 
ways to  take  familiar  instances,  wherein  the  mind  \s  not 
likely  to  be  biassed  by  any  elevated  asso- 
Finrt.  m  the  lowor  ciations  or  favorite  theoriee.  Let  us  ask 
therefore,  first,  whs-t  kind  of  ideal  form 
may  be  attributed  to  a  limpet  or  an  oyster,  that  is  to  say, 
whether  all  oysters  do  or  do  not  come  up  to  the  entire 
notion  or  idea  of  an  oyster.  I  apprehend  that,  although 
in  respect  of  size,  age,  and  kind  of  feeding,  there  may 
be  som^  difference  between  them,  yet  of  those  which  are 
of  full  size  and  healthy  oondition  there  will  be  found  many 
which  fulfil  the  conditions  of  an  oyster  in  every  respect, 
and  that  so  perfectly,  that  we  could  not,  by  combining 
the  features  of  two  or  more  together,  produce  a  more  per 
feet  oyster  than  any  that  wo  see.  I  suppose  also,  that, 
out  of  a  number  of  healtliy  fish,  birds,  or  beasts  of  the 
Bame  species,  it  would  not  be  easy  to  select  an  individ 
nal  as  superior  to  all  the  rest ;  neither  by  comparing  two 
or  more  of  the  nobler  examples  together,  to  arrive  at 
the  conception  of  a  form  superior  to  that  of  either;  but 
that,  though  the  accidents  of  more  abundant  food  or 
more  fitting  habitation  may  induce  among  them  some 
varieties  of  size,  strength,  and  color,  yet  the  entire  gen- 
eric fonn  would  be  presented  by  many,  neither  would  any 
art  be  able  to  add  to  or  diminish  from  it. 

It  is,  therefore,  hardly  right  to  use  the  word  ideal  of 
the  generic  forms  of  these  cicatnres,  of  which  we  see 
fs.  m  whit  con-  ^tu'ii  examples;  but  if  we  are  to  use  it. 
siiienL  tiien  ijg  it  distinctly  understood  that  their 

ideality  consists  in  the  full  development  of  all  the  pow- 
ers and  properties  of  the  creature  as  such,  and  is  incon- 
sistent with  accidental  or  imperfect  developments,  and 
even  with  great  variation  from  average  size,  the  ideal 
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size  being  neither  gigantic  nor  diminutive,  bnt  the  ut- 
most grandeur  and  entireness  of  proportion  at  a  certain 
point  above  the  mean  size ;  for  as  more  individuals  al- 
ways fall  short  of  generic  size  than  rise  above  it,  the  gen- 
eric is  above  the  average  or  mean  size.  And  this  perfec- 
tion of  the  creature  invariably  involves  the  utmost  possi- 
ble degree  of  all  those  properties  of  beauty,  both  typical 
and  vital,  which  it  is  appointed  to  possess. 

Let  UB  next  observe  the  conditions  of  ideality  in  vege- 
tables. Out  of  a  large  number  of  primroses  or  violets,  I 
apprehend  that,  although  one  or  two  might  ,  ,  ^^^  („^ 
be  larger  than  all  the  rest,  the  greater  i>art  *"  'pgewbieB, 
would  be  very  sufficient  primroses  and  ^-iolets.  And  that 
we  could,  by  no  study  nor  combination  of  violets,  conceive 
of  a  better  violet  than  many  in  the  bed.  And  so  generally 
of  the  blossoms  and  separate  members  of  all  vegetables. 

But  among  the  entire  forms  of  the  complex  vegeta- 
bles, Ets  of  oak-trees,  for  instance,  there  exists  very  large 
and  constant  difference,  some  being  what  we  hold  to  be 
fine  oalts,  as  in  parks,  and  plflccs  where  they  are  taken 
care  of,  and  have  their  own  way,  and  some  are  but  poor 
and  mean  oaks,  which  have  had  no  one  to  take  care  of 
them,  but  have  been  obliged  to  maintain  themselves. 

That  which  we  have  to  determine  is,  whether  ideality 
be  predicable  of  the  fine  oaks  only,  or  whether  the  poor 
and  mean  oaks  also  may  be  considered  as  ideal,  that  is, 
coming  up  to  the  conditions  of  oak,  and  the  general  no- 
tion of  oak. 

Now  there  is  this  difference  between  the  positions  held 
in  creation  by  animals  and  plants,  and  thence  in  the  dis- 
positions with  which  we  regard  tliem ;  that  „  ^  .^^^^  ^j^^ 
the  animals,  being  for  the  most  part  loco-  ^^^  ""S]^ 
motive,  are  capable  both  of  living  where  »"|J  «Jiii«i»- 
they  choose,  and  of  obtaining  wliat  food  they  want,  and 
of  fulfilling  all  the  conditions  necessary  to  their  health 
and  perfection.     For  which  reason  they  are  answerable 
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for  sach  health  and  perfection,  and  we  shonld  be  dis- 
pleased and  hurt  if  we  did  not  find  it  in  one  individual 
aa  well  as  another. 

But  the  case  is  evidently  diflferent  with  plants.  They 
are  intended  fixedly  to  occupy  many  places  comparatively 
unfit  for  them,  and  to  fill  up  all  the  spaces  where  green- 
ness, and  coolness,  and  ornament,  and  oxygen  are  wanted, 
and  that  with  very  little  reference  to  their  comfort  or 
convenience.  Now  it  would  be  hard  upon  the  plant  if, 
after  being  tied  to  a  particular  spot,  whero  it  is  indeed 
much  wanted,  and  is  a  (n'eat  blessing,  but  where  it  has 
enough  to  do  to  live,  whence  it  cannot  move  to  obtain 
what  it  wants  or  likes,  but  must  stretch  its  unfortunate 
arms  here  and  there  for  bare  breath  and  light,  and  split  its 
way  among  rocks,  and  grope  for  sustenance  in  unkindly 
soil ;  it  would  be  hard  upon  the  plant,  I  say,  if  under  aJl 
these  disadvantages,  it  were  made  answei-able  for  its  ap- 
pearance, and  found  fault  with  because  it  was  not  a  fine 
plant  of  the  kind.  And  so  we  find  it  ordained  that  in 
IS  Artmlu o( v»-  **^^^^  t^!^*  w  unkind  comparisons  may  be 
of^'tomBr'^*^  drawn  between  one  and  another,  there  are 
not  appointed  to  plants  ^e  fixed  number, 
position,  and  proportion  of  members  which  are  ordained 
in  animals,  {and  any  variation  from  which  in  these  is  un- 
pardonable,) but  a  continiially  varying  number  and  posi- 
tion, even  among  the  more  freely  growing  examples, 
admitting  therefore  all  kinds  of  license  to  those  which 
have  enemies  to  contend  with,  and  that  without  in  any 
way  detracting  from  their  dignity  and  perfection. 

So  then  there  is  in  trees  no  perfect  form  which  can  be 
fixed  upon  or  reasoned  out  as  ideal ;  but  that  is  always 
an  ideal  oak  which,  however  poverty- stricken,  or  hunger- 
pinched,  or  tern  pest -tortured,  is  yet  seen  to  have  done, 
under  its  appointed  circumstances,  all  that  could  be  ex- 
pected of  oak. 

The  ideal,  therefore,  of  the  park  oak  is  that  to  which  I 
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alluded  in  the  conclusion  of  the  former  part  of  this  work, 
full  size,  united  terminal  curve,  equal  and  Bymmetrical 
range  of  branches  on  each  side.  The  ideal  of  the  moun- 
tain oak  may  be  anything,  twisting,  and  leaning,  and 
shattered,  and  rock -encumbered,  so  only  that  amidst  all 
its  misfortunes,  it  maintain  the  dignity  of  oak ;  and,  in- 
deed, I  look  upon  this  kind  of  tree  as  more  ideal  than 
the  other,  in  so  far  aa  by  its  efforts  and  struggles,  more 
of  its  nature,  enduring  power,  patience  in  waiting  for,  and 
ingenuity  in  obtaining  what  it  wants,  is  brought  out,  and 
so  more  of  the  essence  of  oak  exhibited,  than  under  more 
fortunate  conditions. 

And  herein,  then,  we  at  last  find  the  cause  of  that  fact 
which  we  have  twice  already  noted,  that  the  exalted  or 
seemingly  improved  condition,  whether  of  ■  j,,  ^^^^  ,^j^ 
plant  or  animal,  induced  by  human  inter-  'tJ^^j^?^ 
ference,  is  not  the  true  and  artiatical  ideal  "'"'■ 
of  it.*  It  has  been  well  shown  by  Dr.  Herbert,!  that 
many  plants  are  found  alone  on  a  certain  soil  or  sub- 
soil ia  a  wild  state,  not  boeanse  such  soil  is  favorable  to 
them,  but  because  they  alone  are  capable  of  existing  on 
it,  and  because  all  dangerous  rivals  are  by  its  inhospital- 
ity  removed.  Now  if  we  withdraw  the  plant  from  this 
position,  which  it  hardly  endures,  and  supply  it  with  the 
earth,  and  maintain  about  it  the  temperature  that  it  de- 
lights in ;  withdrawing  from  it  at  the  same  time  all 
rivals  which,  in  such  conditions  nature  would  have  thrust 
upon  it,  we  shall  indeed  obtain  a  magnificently  developed 

"  I  speak  not  here  ot  those  conditioaa  of  ycgetatlon  which  have  es- 
pecinl  reforeace  to  taaa,  aa  of  seeds  Hod  fmils,  whose  sweetness  and 
farina  seem  lu  great  measure  given,  not  for  tbe  plant's  sake,  but  for 
bis,  and  la  which  therefore  the  interruption  in  the  harmony  of  creation 
of  which  he  was  the  cause  Is  extended,  and  tlieir  sweclness  and  larger 
measure  of  gnod  to  be  obtained  only  by  tiis  redeeming  labor.  His  curae 
has  fallen  on  the  corn  and  the  vine,  and  the  wild  barley  miaaes  of  its 
fulness,  that  he  may  eat  bread  by  the  sweat  of  his  brow. 
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example  of  the  plant,  colossal  in  size,  and  splendid  in  or- 
gfanization,  but  we  shall  utterly  lose  in  it  that  moral 
ideal  which  is  dependent  on  its  right  fulfilment  of  its 
appointed  functions.  It  was  intended  and  created  by 
the  Deity  for  the  covering  of  those  lonely  spots  where 
no  other  plant  could  live ;  it  has  been  thereto  endowed 
with  courage,  and  strength,  and  capacities  of  endurance 
unequalled ;  its  character  and  glory  are  not  therefore  in 
the  gluttonous  and  idle  feeling  of  its  own  over  luxuri- 
ance, at  the  expense  of  other  creatures  utterly  destroyed 
and  rooted  out  for  its  good  alone,  but  in  its  right  doing 
of  its  hard  duty,  and  forward  climbing  into  those  spots 
of  forlorn  hope  where  it  alone  can  bear  witness  to  the 
kindness  and  presence  of  the  Spirit  that  cutteth  out  rivers 
among  the  rocks,  as  it  covers  the  valleys  with  com :  and 
there,  in  its  vanward  place,  and  only  there,  where  nothing 
is  withdrawn  for  it,  nor  hurt  by  it,  and  where  nothing 
can  take  part  of  its  honor,  nor  usurp  its  throne,  are  its 
strength,  and  fairness,  and  price,  and  goodness  in  the 
sight  of  God,  to  be  truly  esteemed. 

The  first  time  that  I  saw  the  soldanella  alpina,  before 
spoken  of,  it  was  growing,  of  magnificent  size,  on  a  sunny 

Alpine  pasture,  among  bleating  of  sheep 
the  soidaneiiaand    and  lowing  of  Cattle,  associated  with  a  pro- 

fusion  of  geum  montanum,  and  ranunculus 
pyrenaeus.  I  noticed  it  only  because  new  to  me,  nor  per- 
ceived any  peculiar  beauty  in  its  cloven  flower.  Some 
days  after,  I  found  it  alone,  among  the  rack  of  the  higher 
clouds,  and  howling  of  glacier  winds,  and,  as  I  described 
it,  piercing  through  an  edge  of  avalanche,  which  in  its 
retiring  had  left  the  new  ground  brown  and  lifeless,  and 
as  if  burned  by  recent  fire  ;  the  plant  was  poor  and  feeble, 
and  seemingly  exhausted  with  its  eflforts,  but  it  was  then 
that  I  comprehended  its  ideal  character,  and  saw  its  noble 
function  and  order  of  glory  among  the  constellations  of 
the  earth. 
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The  ranuncalua  glacialis  might  perhaps,  by  cultiTation, 
be  blanclietl  from  its  wan  and  corpse  like  paleness  to 
purer  white,  and  won  to  more  branched  and  lofty  devel- 
opment of  its  ragg'ed  leaves.  But  the  ideal  of  the  plant 
is  to  be  found  only  in  the  last,  loose  stones  of  the  mo- 
raine, alone  there ;  wet  with  the  cold,  unkindly  drip  of 
the  glacier  water,  and  trembling  aa  the  loose  and  steep 
dust  to  which  it  clings  yields  ever  and  anon,  and  shud- 
ders and  crumbles  away  from  about  its  root. 

And  if  it  be  asked  how  this  conception  of  the  utmost 
beauty  of  ideal  form  is  consistent  with  what  we  formerly 
argued  respecting  the  pleasantness  of  the  ^  jj  .^^  bcaotr 
appearance  of  felicity  in  the  creature,  let  it  |!S,,n'*'J^,^co^ 
be  observed,  aud  forever  held,  that  the  '^^'-  '^'^  •n«'' 
right  and  true  happiness  of  every  creature, 
is  in  this  very  discharge  of  its  function,  and  in  those  ef- 
forts by  which  its  strength  and  inherent  energy  are  de- 
veloped :  and  that  the  repose  of  -which  we  also  spoke  as 
necessary  to  all  beauty,  is,  as  was  then  stated,  repose  not 
of  inanition,  nor  of  luxury,  nor  of  irresolution,  but  the 
repose  of  magnificent  energy  and  being ;  in  action,  the 
calmness  of  trust  and  determination ;  in  rest,  the  con- 
sciousness of  duty  accomplished  and  of  victory  won,  and 
this  i-epose  and  this  felicity  can  take  place  aa  well  in  the 
midst  of  trial  and  tempest,  as  beside  the  waters  of  com- 
fort [  they  perish  only  when  the  creature  is  either  un- 
faithful to  itself,  or  is  afflicted  by  circumstances  unnat- 
ural and  malignant  to  its  being,  and  for  the  contending 
with  which  it  was  neither  fitted  nor  ordained.  Hence 
that  rest  which  is  indeed  glorious  is  of  the  chamois 
couched  breathless  on  his  granite  bed,  not  of  the  stalled 
ox  over  his  fodder,  and  that  happiness  which  is  indeed 
beautiful  is  in  the  bearing  of  those  trial  tests  which  are 
appointed  for  the  proving  of  every  creature,  whether  it 
be  good,  or  whether  it  be  evil ;  and  in  the  fulfilment  to 
the  uttermost  of  every  command  it  has  received,  and  the 
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out-carrying  to  the  uttermost  of  every  power  and  gift  it 
has  gotten  from  its  God. 

Therefore  the  task  of  the  painter  in  his  pursuit  of  ideal 
form  is  to  obtain  accurate  knowledge,  so  far  as  may  be 
f  18.  The  ideality    in  his  power,  of  the  character,  habits,  and 

peculiar  virtues  and  duties  of  every  species 
of  being ;  down  even  to  the  stone,  for  there  is  an  ideality 
of  stones  according  to  their  kind,  an  ideality  of  granite 
and  slate  and  marble,  and  it  is  in  the  utmost  and  most 
exalted  exhibition  of  such  individual  character,  order, 
and  use,  that  all  ideality  of  art  consists.  The  more  cau- 
tious he  is  in  assigning  the  right  species  of  moss  to  its 
favorite  trunk,  and  the  right  kind  of  weed  to  its  neces- 
sary stone,  in  marking  the  definite  and  characteristic 
leaf,  blossom,  seed,  fracture,  color,  and  inward  anatomy 
of  everything,  the  more  truly  ideal  his  work  becomes. 
All  confusion  of  species,  all  careless  rendering  of  charac- 
ter, all  unnatural  and  arbitrary  association,  is  vulgar  and 
unideal  in  proportion  to  its  degree. 

It  is  to  be  noted,  however,  that  nature  sometimes  in  a 
measure  herself  conceals  these  generic  differences,  and 
114.  How  con-    that  when  she  displays  them  it  is  com- 

nected  with  the  i  •■.  ii#i  ii 

imaginative  cacoi-  monly  on  a  scalc  too  Small  for  human  hand 
^  to  follow. 

The  pursuit  and  seizure  of  the  generic  differences  in 
their  concealment,  and  the  display  of  them  on  a  larger 
and  more  palpable  scale,  is  one  of  the  wholesome  and 
healthy  operations  of  the  imagination  of  which  we  are 
presently  to  speak.* 

Generic  differences  being  commonly  exhibited  by  art 
in  different  manner  and  way  from  that  of  their  natural 
occurrence,  are  in  this  respect  more  strictly  and  truly 
ideal  in  art  than  in  reality. 

This  only  remains  to  bo  noted,  that,  of  all  creatures 
whose  existence  involves  birth,  progress,  and  dissolution, 

♦  Compare  Sect.  II.  Chap.  IV. 
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ideality  is  predicable  all  through  their  existence,  so  that 
they  be  perfect  with  reference  to  their  snppoeed  period 
of  being.  Thus  there  is  an  ideal  of  infancy,  wi~»t 

of  youth,  of  old  age,  of  death,  and  of  decay.  beionRinE  lo'ig™ 
But  when  the  ideal  form  of  the  Bpecies  is 
spoken  of  or  conceived  in  general  terms,  the  form  is  un- 
derstood to  be  of  that  period  when  the  generic  attributes 
ai-e  perfectly  developed,  and  previous  to  the  commence- 
ment of  their  decline.  At  which  period  all  the  char- 
acters of  vital  and  typical  beauty  are  commonly  most 
concentrated  in  them,  though  the  arrangement  and  pro- 
portion of  these  characters  varies  at  different  periods, 
youth  having  more  of  the  vigorous  beauty,  and  age  of 
the  reposing ;  youth  of  typical  outward  fairness,  and  age 
of  expanded  and  ethersalized  moral  expression ;  the  babe, 
again,  in  some  measure  atoning  in  gracefulness  for  its 
want  of  strength,  so  that  the  balanced  glory  of  the  creat- 
ure continues  in  solemn  interchange,  perhaps  even 

"  Filling  more  and  mnre  with  cryslul  liglit, 
Aa  pensive  evening  deupcns  into  nlgH." 

Hitherto,  however,  we  have  confined  ourselves  to  the 
examination  of  ideal  form  in  the  lower  animals,  and  we 
have  found  that,  to  arrive  at  it,  no  combination  of  foi-ms 
nor  exertion  of  fancy  is  required,  but  only  simple  choice 
among  those  naturally  presented,  together  with  cai-efui 
investigation  and  anatomizing  of  the  habits  of  the  creat- 
ures. I  fear  we  shall  arrive  at  a  very  different  conclu- 
sion, in  considering  the  ideal  form  of  man. 


CHAPTER  XrV. 

OP  VITAL  BEAtlTY.      THIHDLY,  M  MAS. 

Hatdjq  thus  passed  gradually  through  all  the  orders 
and  fields  of  creation,  and  traversed  that  goodly  line  of 
God's  happy  creatures  who  "  leap  not,  but  express  a 
feast,  where  all  the  eueats  sit  close,  and 
the  bnnuui  creu-  notlung  wauts,  without  finding  any  defi- 
ent  trum  ibat  oi  ciency  which  human  invention  might  sup- 
ply, nor  any  barm  which  human  interfer- 
ence might  mend,  we  come  at  last  to  set  ourselves  face  to 
fa<!ewith  ourselves,  expecting  that  in  creatures  made  after 
the  image  of  Ciod  we  are  to  find  comeliness  and  com- 
pletion more  exquisite  than  in  the  fowls  of  the  air  and 
the  things  that  pass  through  the  paths  of  the  sea. 

But  behold  now  a  sudden  chiinge  from  all  former  ex- 
perience. No  longer  among  the  individuals  of  the  race 
is  there  equality  or  likeness,  a  distributed  fairness  and 
fixed  type  viaiblein  eAch,  but  evil  diversity,  and  terri- 
ble stamp  of  various  degradation  -.  featui-es  seamed  with 
sickness,  dimmed  by  seusuality,  con^Tilaed  by  passion, 
pinched  by  poverty,  shadowed  by  sorrow,  branded  with 
remorse ;  botlies  consumed  with  sloth,  broken  down  by 
labor,  tortured  by  disease,  dishonored  in  foul  uses ;  in- 
tellects without  power,  hearts  without  hope,  minds 
earthly  and  devilish ;  our  bones  full  of  the  sin  of  oar 
youth,  the  heaven  revealing  our  iniquity,  the  earth  risinp 
up  against  us,  the  roots  dried  up  beneath,  and  the  branch 
cut  off  above ;  well  for  us  only,  if,  after  beholding  this 
our  natural  face  in  a  glass,  we  desire  not  straightway  to 
forget  what  manner  of  men  we  be. 
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Herein  there  is  at  last  something,  and  too  mnch,  for 

that  short  stopping  intelligence  and  dull  perception  of 

ours  to  accomplish,   whether    in  earnest    .      „ 

,  , ,        ,        ,  1    J  "■  W""*  """^ 

fact,  or  in  tlie  seeking  for  the   outward    tare  t™  idauiu- 

image  of  beauty  :^to  undo  the  devil's 
work,  to  restore  to  the  body  the  grace  and  the  power 
which  inherited  disease  has  destroyed,  to  retiim  to  the 
spirit  the  piirity,  and  to  the  intellect  the  grasp  that  they 
had  in  Paradise.  Now,  first  of  all,  this  wprk,  be  it  ob- 
serveil  ia  in  no  respect  a  work  of  imagination.  Wrecked 
we  are,  and  nearly  all  to  pieces ;  but  that  little  good  by 
which  we  are  to  redeem  ourselves  is  to  be  got  out  of  the 
old  wreck,  beaten  about  and  full  of  sand  though  it 
be ;  and  not  out  of  that  desert  island  of  pride  on  which 
the  devils  split  first,  and  we  after  them :  and  so  the  only 
restoration  of  the  body  that  we  can  reach  is  not  to  be 
coined  out  of  our  fancies,  but  to  bo  collected  out  of  such 
uninjured  and  bright  vestiges  of  the  old  seal  as  we  can 
find  and  set  together,  and  so  the  ideal  of  the  features,  as 
the  good  and  perfect  soul  m  seen  in  them,  ia  not  to  be 
reached  by  imagination,  but  by  the  seeing  and  reaching 
forth  of  the  better  part  of  the  soul  to  that  of  which  it 
must  first  know  the  sweetness  and  goodness  in  itself,  be- 
fore it  can  much  desire,  or  rightly  find,  the  signs  of  it  in 
others. 

I  say  much  desire  and  rightly  find,  because  there  is 
not  any  soul  so  sunk  but  that  it  shall  in  some  measure 
feel  the  impression  of  mental  beauty  in  the  human  feat- 
ures, and  detest  in  othci-s  its  own  likeness,  and  in  itself 
despise  that  which  of  itself  it  has  made. 

Now,  of  the  ordinary  process  by  which  the  realization 
of  ideal  bodily  form  is  reached,  there  is  explanation 
enough  in  all  treatises  on  ivd,  and  it  is  so  §3.  HowibBcm- 
far  well  comprehended  that  I  need  not  stay  b^n  j^id^^ 
long  \o  consider  it.  So  far  as  the  sight  and  "^^'^^ 
knowledge  of  the  human  form,  of  the  purest  race,  eier- 
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cised  from  infancy  constantly,  but  not  excessively  in 
all  exercises  of  dignity,  not  in  twists  and  straining'  dex 
terities,  but  iu  natural  exercises  of  running,  casting, 
or  tiding  j  practised  in  endurance,  not  of  extraordinary 
hardship,  for  that  hardens  and  degrades  the  body,  but  of 
natural  hardship,  vicissitudes  of  winter  ami  summer,  and 
cold  and  heat,  yet  in  a  climate  where  none  of  these  are 
severe ;  surrounded  also  by  a  certain  degree  of  right  las- 
ury,  so  as  to  soften  and  refine  the  forms  of  stren^h :  so 
far  as  the  sight  of  all  this  could  render  the  mental  intel- 
ligence of  what  is  right  in  human  form  so  acute  as  to  be 
able  to  abstract  and  combine  from  the  best  examples  so 
produced,  that  which  was  most  perfect  in  each,  so  far  the 
Greek  conceived  and  attained  the  ideal  of  bodily  form : 
and  on  the  Greek  modes  of  attaining  it,  as  well  as  on 
what  he  produced,  as  a  perfect  example  of  it,  chiefly 
dwell  those  writers  whose  opinions  on  this  subject  I  have 
collected :  wlioUy  losing  sight  of  what  seems  to  me  the 
moat  important  branch  of  the  inquiry,  namely,  the  inflti- 
ence  for  good  or  ovil  of  the  mind  upon  the  bodily  shape, 
the  wreck  of  the  miud  itself,  and  the  modes  by  which  we 
may  conceive  of  its  restoration. 
.     .,  „.   ..  Now,  the  operation  of  the  mind   upon 

I*.  ModlfloifoiiB        ,        ,       1  1.1  , 

or  tho  bodily  Ideal    the  bodv,  and  evidence  of  it  thereon,  may 

owing  to  InfliioiuM      ,  -  i  i  i  i         ^   ,i         .  . 

ofmiiia.  Finrt.oi    be  Considered  under  the  following'  three 

Intaltact.  1  ,         T 

general  heads. 
First,  the  operation  of  the  intellectual  powers  upon  the 
features,  in  the  fine  cutting  and  chiselling  of  them,  and 
removal  from  them  of  signs  of  sensuality  and  sloth,  by 
which  they  are  blunted  and  deadened,  and  snbstitution 
of  energy  and  intensity  for  vacancy  and  insipidity,  (by 
which  wants  alone  the  faces  of  many  fair  women  are 
utterly  spoiled  and  rendered  valueless,)  and  by  the  keen- 
ness given  to  the  eye  and  fine  moulding  and  develop- 
ment to  the  brow,  of  which  effects  Sir  Charles  Bell  ha« 
well  noted  the  desirableness  and  opposition  to  brutal 
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types,  (p.  50,  third  edition;)  only  this  he  has  not  suffi- 
ciently observed,  that  there  are  certain  virtues  of  the  in- 
tellect in  measure  inconsistent  with  each  other,  as  per- 
haps great  subtlety  with  great  eomprehenaiveness,  and 
high  analytical  mth  high  imaginative  power,  or  that  at 
least,  if  consistent  and  compatible,  their  signs  upon  the 
features  are  not  the  same,  so  that  the  outward  form  can- 
not express  both,  without  in  a  measure  expressing  nei- 
ther;  aud  so  there  are  certain  separate  virtues  of  the 
outward  form  correspondent  with  the  more  constant  em- 
plojTnent  or  more  prevailing  capacity  of  the  brain,  aa 
tliG  piercing  teeimess,  or  open  and  reflective  comprehen- 
siveness of  the  eye  and  forehead,  and  that  all  these  vir- 
tues of  form  are  ideal,  only  those  the  most  so  which  are 
the  signs  of  the  worthiest  powers  of  intellect,  though 
wliich  these  l^e,  we  will  not  at  present  stay  to  inquire. 

The  second  point  to  be  considered  in  the  influence  of 
mind  upon  body,  is  the  mode  of  operation  and  conjunc- 
tion of  the  moral  feelings  on  and  with  the 
intellectual  powers,  and  then  their  cou-  the  mc.r»i  leoi- 
joint  influence  on  the  bodily  form.  Now, 
the  operation  of  the  right  moral  feelings  on  the  intellect 
is  always  for  the  good  of  the  latter,  for  it  is  not  possible 
that  selfishness  should  reason  rightly  in  any  respect,  but 
must  be  blind  in  its  estimation  of  the  worthiness  of  all 
things,  neither  anger,  for  that  overpowers  the  reason  or 
outcries  it,  neither  sensuality,  for  that  overgrows  and 
chokes  it,  neither  agitation,  for  that  has  no  time  to  com- 
pare things  together,  neither  enmity,  for  that  must  bo 
unjust,  neither  fear,  for  that  exaggerates  all  things, 
neither  cunning  and  deceit,  for  that  which  is  voluntarily 
untrue  will  soon  be  unwittingly  so :  but  the  great  reason- 
ers  are  self-command,  and  tniat  unagitated,  and  deep- 
looking  Love,  and  Faith,  which  as  she  is  above  Eeason, 
so  she  best  holds  the  reins  of  it  from  her  high  seat :  so 
that  they  err  grossly  who  think  of  the  right  development 
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even  of  the  intellectual  type  aa  possible,  unless  we  look 
to  higrher  sourees  of  beauty  first.  Nevertheless,  though 
in  their  operation  u/>oji  them  the  moral  feelings  are  thns 
elevatory  of  the  mental  faculties,  yet  in  their  cj^njune- 
tion  tmtb  them  they  seem  to  occupy,  in  their  own  ful- 
ness, such  room  as  to  absorb  and  overshadow  all  else,  so 
that  the  simultaneous  exercise  of  both  is  in  a  soi-t  imijos- 
sible ;  for  which  cause  we  occasionally  find  the  moral 
part  in  full  development  and  action,  without  correspond- 
ing expanding  of  the  intellect  (though  never  without 
healthy  condition  of  it,)  as  in  that  of  Wordsworth, 

"  Id  Biich  high  hour 
OF  vlsfiation  from  the  Llviag  Qod, 
Thought  vas  not : " 

only  I  think  that  if  we  look  far  enough,  we  shall  find 
that  it  is  not  intelligence  itself,  but  tlie  immediate  a^t 
and  effort  of  a  laborious,  struggling,  anil  imperfect  iutel 
lectual  faculty,  with  which  high  moral  emotion  is  incon- 
sistent ;  and  that  though  we  cannot,  while  we  feel  deeply, 
reason  shrewdly,  yet  I  doubt  if,  fxce}*!  when  we  feel 
deeply,  we  can  ever  comprehend  fully ;  bo  that  it  is  only 
the  climbing  and  mole-like  piercing,  and  not  the  sitting 
upon  their  central  throne,  nor  emergeuce  into  light,  of 
the  intellectual  faculties  which  the  full  heart  feeling 
allows  not.  Hence,  therefore,  in  the  indications  of  the 
countenance,  they  are  only  the  hard  cut  lines,  and  rigid 
settings,  and  wasted  hollows,  that  speak  of  past  effort 
and  painfulness  of  mental  application,  which  are  incon- 
sistent with  expression  of  moral  feeling,  for  all  these 
are  of  infelicitous  augury;  but  not  the  full  and  serene 
development  of  habitual  command  in  the  look,  and 
solemn  thought  in  the  brow,  only  these,  in  their  unison 
with  the  signs  of  emotion,  l>ecome  softened  and  gradually 
confounded  with  a  serenity  and  authority  of  nobler  or- 
igin.    But  of  the  sweetness  which  that  higher  serenity 
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(of  happiness,)  and  the  dignity  -which  that  higher  au- 
thority (of  Divine  law,  and  not  human  reason,)  can  and 
nmst  stamp  on  the  features,  it  would  be  futile  to  speak 
here  at  length,  for  I  suppose  that  both  are 
acknowledged  on  all  hands,  and  that  there  f*  he»io»«dbj 
is  not  any  beauty  but  theirs  to  which  men 
pay  long  obedience :  at  all  events,  if  not  by  sympathy  dis- 
covered, it  is  not  in  words  explicable  with  what  Divine 
lines  and  lights  the  exercise  of  godliness  and  charity 
will  mould  and  gild  the  hardest  and  coldest  countenance, 
neither  to  what  darkness  their  departure  will  consign 
the  loveliest.  For  there  is  not  any  virtue  the  eserciae 
of  which,  even  momentarily,  will  not  impress  a  new  fair- 
ness upon  the  features,  neither  on  them  only,  but  on  the 
whole  body,  both  the  intelligence  and  the  moral  facul- 
ties have  operation,  for  even  all  the  movement  aud  gest- 
ures, however  slight,  are  different  in  their  modes  ac- 
cording to  the  mind  that  governs  them,  and  on  the 
gentleness  and  decision  of  jnst  feeling  there  follows  a 
grace  of  action,  and  through  continuance  of  this  a  grace 
of  form,  which  by  no  discipline  may  be  taught  or  at- 
tained. 

The  third  point  to  be  considered  with  respect  to  the 
corporeal  expression  of  mental  character  is,  that  there  is 
a  certain  period  of  the  soul  culture  when  1 1-  Hon  iih  mnii 
it  begins  to  interfere  with  some  of  the  h«taifoiirwiUi™ 
characters  of  typical  beauty  belonging  to  ' 

the  bodily  frame,  the  stirring  of  the  intellect  wearing 
down  the  Hesh,  aud  the  moral  enthusiasm  biiming  its 
way  out  to  heaven,  through  the  emaciation  of  the 
earthen  vessel ;  and  that  there  is,  in  this  indication  of 
subduing  of  the  mortal  by  the  immortal  part,  an  ideal 
glory  of  perhaps  a  purer  aud  higher  range  than  that  of 
the  more  perfect  material  foim.  We  conceive,  I  think, 
more  nobly  of  the  weak  presence  of  Paul,  than  of  the 
fair  aud  ruddy  countenance  of  Daniel. 
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Now,  be  it  observed  that  in  our  consideration  of  these 

three  directions  of  nient;il  iuflueuce,  we  have  several  times 

_  been  compelled  to  stop  short   of   definite 

stBtency  ainoDK    conclusious  owiueT  to  tliB  appai'iut  inccin 

tlw«9(M9  of  the         .    ,  -  _,    ■  11  ,     , 

Dianui  riitoe*  aa  sistency  of  certiun  excellences  and  beau 
ties  to  which  tht-y  tend,  as,  first,  of  differ 
ent  kinds  of  intellect  with  each  other ;  and  secondly,  of 
the  moral  faculties  with  the  intellectual,  (and  if  we  had 
separately  examined  the  moral  emotions,  we  should  have 
found  certain  inconsistencies  among  them  also,)  and 
again  of  the  soul  culture  generally  with  the  bodily  per 
fectious.  Such  inconsistencies  we  should  find  in  the  per 
fections  of  no  other  animal.  The  strength  or  swiftne^ 
of  the  dog  are  not  inconsistent  with  his  sagacity,  nor 
is  bodily  labor  in  the  ant  or  bee  destructive  of  their 
acuteneas  of  instinct.  And  this  peculiarity  of  relation 
among  the  perfections  of  man  is  no  result  of  his  fall  or 
sinfulness,  but  an  evidence  of  his  greater  nobility,  and 
of  the  goodness  of  God  towarils  him.  For  the  indivi- 
19.  U  u  t\fa  of  duals  of  ea(.^h  race  of  lower  animals,  bein^ 
p™'i™»Ki.''u«  not  intended  to  hold  among  each  other 
***■  those  relations  of  charity  which  are  the 

privilege  of  humanity,  are  not  adapted  to  each  other's 
assistance,  admiration,  or  support,  by  differences  of 
power  and  function.  But  the  love  of  the  human  race  is 
increased  by  their  individual  differences,  and  the  unity  of 
the  creature,  as  before  we  saw  of  all  unity,  made  perfect 
by  each  having  something  to  bestow  and  to  receive, 
bound  to  the  rest  by  a  thousand  various  necessities  and 
various  gratitudes,  humility  in  each  rejoicing  to  admire 
in  his  fellow  that  which  he  finds  not  in  himself,  and 
each  being  in  some  respect  the  complement  of  his  race. 
Therefore,  in  investigating  the  signs  of  the  ideal  or  per- 
feet  type  of  humanity,  we  must  not  presume  on  the 
singleness  of  that  type,  and  yet,  on  the  other  hand,  we 
most  cautiously  distiuguish  between  differences  c 
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ably  existing  in  a  perfect  state,  and  differences  resnlting 
from  immediate  and  present  operation  of  tlio  Adamite 
curse.  Of  which  the  former  are  differences  that  bind, 
and  the  latter  that  separate.  For  although  we  can  sup- 
pose the  ideal  or  perfect  liuniiiii  heart,  and  the  perfect 
Jiuman  intelligence,  equally  adapted  to  receive  every 
right  sensation  and  pursue  every  order  of  truth,  yet  as  it 
ia  appointed  for  some  to  be  in  authority  and  others  in 
obedience,  some  in  solitary  functions  and  others  in 
relative  ones,  some  to  receive  and  others  to  give,  some  to 
teach  and  some  to  discover;  and  as  all  these  varieties  of 
office  are  not  only  conceivable  as  existing  in  a  perfect 
state  of  man,  but  seem  almost  to  "be  implied  by  it,  and 
at  any  rate  cannot  be  done  away  with  but  by  a  total 
change  of  his  constitution  and  dependencies,  of  which  the 
imagination  can  take  no  hold ;  so  there  are  habits  and 
capacities  of  expression  induced  by  tliese  various  offices, 
which  admit  of  mtuiy  separate  ideals  of  ^^ 

equal  perfection,  according  to  the  functions  »ei»mionMadif- 
of  the  creatures,  so  that  there  is  an  ideal 
of  authority,  of  judgment,  of  affection,  of  reason,  and  of 
faith;  neither  can  any  combination  of  these  ideals  be  at- 
tained, not  that  the  just  judge  is  to  be  supposed  inca- 
pable of  affection,  nor  the  king  incapable  of  obedience, 
but  as  it  is  impossible  that  any  essence  short  of  the 
Divine  should  at  the  same  instant  be  equally  receptive 
of  all  emotions,  those  emotions  which,  by  right  and 
order,  have  the  most  usual  victory,  both  leave  the  stamp 
of  their  habitual  presence  on  the  body,  and  render  the 
individual  more  and  more  susceptible  of  them  in  pro- 
portion to  the  frequency  of  their  prevalent  recurrence ; 
added  to  which  causes  of  distinctive  character  are  to  be 
taken  into  account  the  differences  of  age  and  sex,  which, 
though  seemingly  of  more  finite  influence,  cannot  be 
banished  from  any  human  conception.  David,  ruddy 
and  of  a  fair  countenance,  with  the  brook  etone  of  de- 
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liverimce  in  hi»  hand,  is  not  more  ideal  than  David 
leoniug  ou  the  old  age  of  BarzillaJ,  returning-  chastened 
to  his  kinply  home.  And  they  who  are  as  the  angela  of 
God  in  heaven,  yet  cannot  be  conceived  as  so  assimilated 
that  their  different  oxperiencee  and  affections  upon 
earth  shall  then  be  forgotten  and  effectless :  the  child 
taken  early  to  his  place  cannot  be  imagined  to  wear 
there  such  a  body,  nor  to  have  such  thoughts,  aa  the 
glorified  apostle  who  has  finished  his  course  and  kept 
the  faith  on  earth.  And  bo  whatever  perfections  and 
likeness  of  love  we  may  attribute  to  either  the  tried  or 
the  crowned  croatiires,  there  is  the  difference  of  the  stars 
in  glory  among  them  yet:  differences  of  original  gifts, 
though  not  of  occupying  till  their  Lord  come,  different 
dispensations  of  trial  and  of  trust,  of  son-ow  and  snpport, 
both  in  their  own  inward,  variable  hearts,  and  in  their 
positions  of  exposure  or  of  peace,  of  the  gourd  shadow 
and  the  smiting  sun.  of  calling  at  heat  of  djiy  or  eleventh 
hoar,  of  the  house  unroofed  by  faith,  and  the  clouds 
opened  by  revelation :  differences  in  waniiug,  in  mei-cies, 
in  sicknesses,  in  signs,  in  time  of  calling  to  account: 
like  only  tliey  all  are  by  that  which  is  not  of  them,  but 
the  gift  of  God's  unchangeable  mercy.  "I  will  give 
unto  this  last  even  as  unto  thee." 

Hence,  then,  be  it  observed,  that  what  we  most  deter- 
minedly banish  from  tliw  human  form  and  countenance  in 
1 11.  The  rfi'ti  our  Seeking  of  its  ideal,  is  not  everything 
eiiMUBtoto'difr  which  can  be  ultimately  traced  to  the 
S™'Su>ii^  Adamite  fall  for  its  cause,  but  only  the 
dSioicarity.  immediate  operation  and  presence  of  the 

degrading  power  of  sin.  For  there  is  not  any  part  of  our 
feeling  of  nature,  nor  can  there  be  through  etomity, 
which  shall  not  be  in  some  way  influenced  and  affected  by 
the  fall,  and  that  not  in  any  way  of  degradation,  for  the 
renewing  in  the  divinity  of  Christ  is  a  nobler  condition 
than  ever  that  of  Paradise,  and  yet  throughout  eternity 
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it  must  imply  and  refer  to  the  (Usobedience,  and  the  cor- 
rupt state  of  sin  and  death,  and  the  Buffering  of  Christ 
himself,  which  can  we  concoive  of  any  redeemed  soul  as 
for  on  instant  forgetting',  or  aa  remembering  without  sor- 
row 1  Neither  are  the  alternations  of  joy  and  anch  sorrow 
as  by  ua  is  inconceivable,  being  only  as  it  were  a  softneas 
and  silence  in  the  pulse  of  an  infinite  felicity,  inconsist- 
ent with  the  state  even  of  the  unfallen,  for  the  angels 
who  rejoioe  over  repentance  cannot  but  feel  an  uncom- 
prohended  pain  as  they  try  and  try  again  in  vain,  whether 
they  may  not  warm  hard  hearts  with  the  brooding  of 
their  kind  winga.  So  that  we  have  not  to  banish  from 
the  ideal  countenance  the  evidences  of  sorrow,  nor  of  past 
suffering,  nor  even  of  past  and  conquered  j  ^  11.^1,.^  ,j(,^ 
sin,  but  only  the  immediate  operation  of  il,°t^''7iX'*idli»i 
any  evil,  or  the  immediate  coldness  and  hoi-  '''"™- 
lowness  of  any  good  emotion.  And  hence  in  that  contest 
before  noted,  l)etween  the  body  and  the  soul,  we  may 
often  have  to  indicate  the  body  as  far  conquered  and  out- 
worn, and  with  signa  of  hanl  struggle  and  bitter  pain 
upon  it,  and  yet  without  ever  diminishing  the  purity  of 
its  ideal ;  and  btjcause  it  is  not  in  the  power  of  any  hu- 
man imagination  to  reason  out  or  conceive  the  countless 
modifications  of  experience,  suffering,  and  separated  feel- 
ing, which  have  modelled  and  written  their  indelible 
images  in  various  order  upon  every  human  countenance, 
so  no  right  ideal  can  be  reached  by  any  combination  of 
feature  nor  by  any  moulding  and  melting  of  individual 
beauties  together,  and  still  less  without  model  or  ex- 
ample conceived ;  but  there  is  a  perfect  ideal  to  be 
wrought  out  of  every  face  around  us  that  has  on  its 
forehead  the  writing  and  the  seal  of  the  angel  ascend- 
ing from  the  East,*  by  the  earnest  study  and  penetra- 
tion of  the  written  history  thereupon,  and  the  banishing 
of  the  blots  and  stains,  wherein  we  stUl  see  in  all  that 
•  Bev.  vlL  a. 
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is  homan,  the  visible  and  instant  operation  of  i 
quered  ein. 

Now  I  see  not  how  any  of  the  steps  of  the  argument 
hy  which  we  have  orrivetl  at  this  cout;luaiou  can  be 
)  la  Ideal  form  evaJetl,  and  yet  it  would  be  diffieult  to 
uf^ij'^mi^  ^**''^  anything  more  directly  opposite  to 
""■  the  usual  teaching  and  practice  of  artists. 

It  is  usual  to  hear  portraiture  opposed  to  the  pursuit  of 
ideality,  and  yet  we  find  that  no  face  can  be  ideal  which 
is  not  a  portrait.  Of  this  general  principle,  however, 
there  are  certain  ni<Hlifications  which  we  must  presently 
state ;  let  us  first,  however,  pursue  it  a  little  farther,  and 
deduce  its  practical  consequences. 

These  are,  first,  that  the  pursuit  of  idealism  in  human- 
ity, as  of  idealism  in  lower  nature,  can  be  successful  only 
when  followed  through  the  most  constant,  patient,  and 
humble  rendering  of  actual  models,  accompanied  with 
that  earnest  mental  as  well  as  ocular  study  of  each,  which 
can  interpret  all  that  is  written  upon  it,  disentangle  the 
hieroglyphics  of  its  sacred  history,  rend  the  veil  of  the 
bodily  temple,  and  rightly  measure  the  relations  of  good 
and  evil  contending  within  it  for  mastery*,  that  every- 
thing (lone  without  such  study  must  be  shallow  and  con- 
temptible, that  generalization  or  combination  of  individ- 
ual character  will  end  loss  in  the  mending  than  the  losing 
of  it,  and,  except  in  certain  instances  of  which  we  shall 
presently  take  note,  is  viilueless  and  vapid,  even  if  it  es- 
cape being  painful  from  its  want  of  truth,  which  in  these 
days  it  often  in  some  measure  does,  for  we  indeed  find 
faces  about  us  with  want  enough  of  life  or  wholesome 
tu.  iniiiDcea  character  in  them  to  justify  anything. 
oTthl  'a^^'mI^  And  that  habit  of  the  old  and  great  paint- 
■*"■  ers  of  introducing  iiortrait  into  all  their 

highest  works,  1  look  to,  not  as  error  in  them,  but  as  the 
very  source  and  root  of  their  superiority  in  all  things,  for 
'  Conipare  Part  IL  See-  I.  Chap.  III.  g  6. 
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they  were  too  great  antl  too  humble  not  to  see  in  every 
face  about  them  that  which  was  above  them,  and  which  * 
no  fancies  o!  theirs  could  match  nor  take  place  of,  where- 
fore we  find  theeustomof  portraiture  constant  with  them, 
both  portraiture  of  study  and  for  purposes  of  analysis,  as 
with  Leonardo  ;  and  actual,  professed,  serviceable,  hard- 
working portraiture  of  the  men  of  their  time,  as  with 
Raffaelle,  and  Titian,  and  Tintoret ;  and  portraiture  of 
Love,  as  with  Fra  Bartulomeo  of  Savonai-ola,  and  Simon 
Memmi  of  Petrarch,  and  Giotto  of  Dante,  and  Gentile 
Bellini  of  a  beloved  imagination  of  Dandolo,  and  with 
Eaffaelle  constantly;  and  portraiture  in  real  downright 
necessity  of  models,  even  in  their  noblest  works,  as  was 
the  practice  of  Ghirlandajo  perpetually,  and  Masuccio 
and  Raffaelle,  and  manifestly  of  the  men  of  highest  and 
purest  ideal  purpose,  as  again,  Giotto,  and  in  his  chai-- 
acteristic  monkish  heads,  Aiigelico,  and  John  Bellini, 
(note  especially  the  St.  Christopher  at  the  side  of  that 
mighty  picture  of  St.  Jerome,  at  Venice,)  and  so  of  all ; 
which  practice  had  indeed  a  perilous  tendency  for  men 
of  debased  mind,  who  used  models  such  as  and  where 
they  ought  not,  aa  Lippi  and  the  corrupted  Raffaelle ; 
and  is  found  often  at  exceeding  disadvantage  among  men 
who  looked  not  attheir  models  with  intellectual  or  loving 
peneti'ation,  but  took  the  outside  of  them,  or  perhaps  took 
the  evil  and  left  the  good,  as  Titian  in  that  Academy 
study  at  Venice  which  is  called  a  St.  John,  and  all  work- 
ers whatsoever  that  I  know  of,  after  Raffaelle'a  time,  as 
Guido  and  the  Caracci,  and  such  others :  but  it  is  never- 
theless the  necessary  and  sterling  basis  of  all  ideal  art, 
neither  has  any  great  man  ever  been  able  to  do  without 
it,  nor  dreamed  of  doing  without  it  even  to  the  close  of 
his  days. 

And  therefore  there  is  not  any  greater  sign  of  the  utter 
want  of  vitality  and  hopefulness  in  the  schools  of  the 
present  day  than  that  unhappy  prettiness  and  sameness 
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under  which  thoy  mask,  or  rather  for  which  they  barter. 
in  their  lentile  thirst,  all  the  birthright  and  power  of 
us.  EriirB.nit«  Jiatiire,  which  prettiness,  wrought  out  and 
toi'^^^oSSr  spun  fine  in  the  study,  out  of  empty  heads, 
"n™-  till  it  htirdly  betters  the  blocks  on  which 

dresseB  and  hair  are  tried  in  barbers'  windows  and  mil- 
liners' books,  cannot  but  be  revolting  to  any  man  who 
has  his  eyes,  even  in  a  meiisure,  open  to  the  lUvinity  of 
the  immortal  seal  on  the  common  features  that  he  meets 
in  the  highways  and  hedges  hourly  and  momentarily, 
ontreat^hing:  all  efforts  of  conception  as  all  power  of  real- 
ization, Wire  it  Raffaelle'fi  three  times  over,  even  when 
the  glory  of  the  wedding  gjirment  is  not  tliere. 

So  far,  then,  of  the  use  of  the  model  and  the  precioos- 
ness  of  it  in  all  art,  from  the  highest  to  the  lowest.  But 
j  16.  The  riBht  ^^^-  "^  **'  *^'*'  model  is  not  all.  It  must  be 
lueoruieuiodel.  used  in  a  certain  way,  and  on  this  choice 
of  right  or  wrong  way  all  onr  ends  are  at  stake,  for  the 
art,  which  is  of  no  power  without  tlie  model,  is  of  pemi- 
cioua  and  evil  power  if  tlie  model  be  wrongly  used. 
What  the  right  use  is,  has  been  at  least  established,  if 
not  fully  explained,  in  the  argument  by  which  we  ar- 
rived  at  the  general  principle. 

The  right  ideal  is  to  be  reached,  w'e  have  asserted,  only 
by  the  banishment  of  the  immediate  signs  of  sin  upon 
the  countenance  and  body.  How,  therefore,  are  the  signs 
of  sin  to  be  known  and  separated ! 

No  intellectual  operation  is  here  of  any  avail.  There 
is  not  any  reasoning  by  which  the  evidences  of  depravity 
are  to  be  traced  in  movements  of  muscle  or  forms  of  feat- 
ure ;  there  is  not  any  knowledge,  nor  experience,  nor  dil- 
igence of  comparison  that  can  be  of  avail.  Here,  as 
througliout  the  operation  of  the  theoretic  faculty,  the 
perception  is  altogether  moral,  an  instinctive  love  and 
clinging  to  the  lines  of  light.  Nothing  but  love  eon  read 
the  letters,  nothing  but  sympathy  catch  the  sound,  there 
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18  no  pure  passion  that  can  be  undoratood  or  painted  ex- 
cept by  purenesa  of  heart ;  the  foul  or  blunt  feeling  will 
see  itself  in  everything',  and  set  down  blas- 
phemies;  it  will  see  Beelzebub  in  the  be  reaehed  only  bj 
casting  out  of  devils,  it  will  find  its  god  of 
flies  in  every  alabaster  bos  of  precious  ointment.  The 
indignation  of  zeal  towards  God  (nemesis)  it  will  take 
for  anger  against  man,  faith  and  veneration  it  will  miss 
of,  as  not  comprehending,  charity  it  will  turn  into  lust, 
compassion  into  pride,  every  virtue  it  will  go  over 
against,  like  Shimei,  casting  dust.  But  the  right  Chris- 
tian mind  will  in  like  manner  find  its  own  image  wherever 
it  exists,  it  will  seek  for  what  it  loves,  and  diaw  it  out 
of  all  dens  and  caves,  and  it  will  believe  in  its  being, 
often  when  it  cannot  see  it,  and  always  turn  away  its 
eyes  from  beholding  vanity  i  and  so  it  will  lie  lovingly 
over  all  the  faults  and  rough  places  of  the  human  heart, 
as  the  snow  from  heaven  does  over  the  hard,  and  black, 
and  broken  mountain  rocks,  following  their  forms  truly, 
and  yet  catching  light  for  them  to  make  tUom  fair,  and 
that  mnst  be  a  steep  and  unkindly  crag  indeed  which  it 
cannot  cover. 

Now  of  this  spirit  there  will  always  be  little  enough 
in  the  world,  and  it  cannot  be  given  nor  taught  by  men, 
and  so  it  is  of  little  use  to  insist  on  it  far- 
tlier,  only  I  may  note  some  practical  points  prindpiL*  dedud- 
respecttng  the  ideal  treatment  of  human  ^' 
form,  which  may  be  of  use  in  these  thoughtless  days. 
There  is  not  the  face,  I  have  said,  which  tho  painter  may 
not  make  ideal  if  he  choose,  but  that  subtile  feeling 
which  shall  find  out  all  of  good  thnt  there  is  in  any  given 
countenance  is  not,  except  by  concern  for  other  things 
than  art,  to  be  acquired.  But  certain  broad  indications 
of  evil  there  are  which  the  bluntest  feeling  may  perceive, 
and  which  the  habit  of  distinguishing  and  casting  out  of 
would  both  ennoble  the  schools  of  art,  and  lead  in  time  to 
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frreater  acnteness  of  perception  with  respect  to  the   less 
explicable  tibaraeters  of  soul  beauty. 

Thoso  sigimof  evil  which  are  commonly  most  manifest 
on  the  human  faataros  are  roughly  divisible  into  these 
,  ^,  Bnpremiwn.  ^'^^^  kintls,  the  signs  of  pride,  of  seusoal- 
ow^y  dwimctivc    ity,  of  fear,  and  of  cruelty.     Anv  one  of 

of  IdoJ  ehaiKler.  ■"  '  i 

HI.  Pride.  which  Will  destroy  the  ideal  character  of 

the  countenance  and  body, 

Kow  of  these,  the  first,  pride,  is  perhaps  the  most  de- 
structive of  all  the  four,  seeing  it  is  the  undermost  and 
orig:inal  story  of  all  sin  -,  and  it  is  base  also  from  the  nec- 
essary foolishness  of  it.  liecause  at  its  best,  that  is  when 
grounded  on  a  just  estimation  of  our  own  elevarion  or 
superiority  above  certain  others,  it  cannot  but  imply  that 
our  eyes  look  downward  only,  and  have  never  been  raised 
above  our  own  measure,  for  there  is  not  the  man  so 
lofty  in  his  standing  nor  capacity  but  lie  must  be  hum- 
ble in  thinking  of  the  cloud  habitation  and  far  sight  of 
the  angelic  intelligences  above  him,  and  in  perceiving 
what  infinity  there  is  of  things  he  cannot  know  nor  even 
reach  unto,  as  it  stands  compared  with  that  little  body 
of  things  he  can  reach,  and  of  which  nevertheless  he  can 
altogether  understand  not  one;  not  to  apeak  of  that 
wicked  and  fond  attributing  of  such  excellency  as  he 
may  have  to  himself,  and  tliinking  of  it  as  his  own  get- 
ting, which  is  the  real  essence  and  criminality  of  pride, 
nor  of  those  viler  forms  of  it,  founded  on  false  estimation 
of  things  beneath  us  and  irrational  contemning  of  them : 
but  taken  at  its  best,  it  is  still  base  to  that  degree  that 
there  is  no  grandeur  of  feature  which  it  cannot  destroy 
and  make  despicable,  ao  that  the  fii-st  step  towards  the 
ennobling  of  any  face  is  the  ridding  it  of 

I  M.    Portra'lnra      .,  ■,  ,  ,  ■    i        ■         .i  .1 

incieni  and  mod-    its  Vanity :  to  wliich  aim  there  cannot  be 
anything  more  contrary  than  that  princi- 
ple of  portraiture  which  prevails  with  us  in  these  days. 
whose  end  seems  to  be  the  expression  of  vanity  through- 
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out,  in  face  and  in  all  circumstanceB  of  accompaniment, 
tending  constantly  to  insolence  of  attitude,  and  levity 
and  haughtiness  of  expression,  and  worked  out  farther 
in  mean  accompaniments  of  worldly  splendor  and  pos- 
session, together  with  hints  or  proclamations  of  what  the 
person  has  done  or  supposes  himself  to  have  done, 
which,  if  known,  it  is  gratuitous  in  the  portrait  to  ex- 
hibit, and  if  imknown,  it  is  insolent  in  the  portrait  to 
proclaim;  whence  has  arisen  sucli  a  school  of  portrai- 
ture as  must  make  the  people  of  the  nineteenth  century 
the  shame  of  their  descendants,  and  the  butt  of  all  time. 
To  which  practices  are  to  be  opposed  both  the  glorious 
severity  of  Holbein,  and  the  mighty  and  simple  modesty 
of  Kaffaelle,  Titian,  Giorgione,  and  Tintoret,  with  whom 
armor  does  not  constitute  the  warrior,  neither  silk  the 
dame.  And  from  what  feeling  the  dignity  of  that  por- 
traiture arose  is  best  traceable  at  Venice,  where  we  find 
their  victorious  doges  painted  neither  in  the  toil  of  bat- 
tle nor  the  triumph  of  return,  nor  set  forth  with  thrones 
and  curtains  of  state,  but  kneeling  always  crownleas,  aud 
returning  thanks  to  God  for  his  help,  or  as  priests,  inter- 
ceding for  the  nation  in  its  afHictiou.  Which  feeling  and 
its  results  have  been  so  well  traced  out  by  Rio,*  that  I 
need  not  speak  of  it  farther. 

That  second  destroyer  of  ideal  form,  the  appearance  of 
sensnal  character,  though  not  lesa  fatal  in  its  operation 
on  modem  art,  is  more  difficult  to  trace,  ,,1^  SBcondiy, 
owing  to  its  peculiar  subtlety.  Tor  it  is  »t"noiit)'. 
not  possible  to  say  by  what  minute  differences  the  right 
conception  of  the  human  form  ia  separated  from  that 
which  is  luscious  and  foul :  for  the  root  of  all  is  in  the 
love  and  seeking  of  the  painter,  -who,  if  of  impure  and 
feeble  mind,  will  cover  all  that  he  touches  with  clay 
staining,  as  Bandinelli  puts  a  fonl  scent  of  human  flesh 
about  his  marble  Christ,  and  as  many  whom  I  will  not 
•  De  U  Pofisie  CUrttlence.    Forrao  dc-  I'Arl.     Chap.  Vlll. 
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here  name,  among;  modems :  but  if  of  mighty  mind  or 
pure,  may  pass  throug-h  all  places  of  foulness,  anil  none 
will  stay  upon  him,  as  Michael  Augelo,  or  he  will  bap- 
tize all  things  and  wash  them  with  pore  water,  as  our 
own  Stothard.  Now,  ho  far  as  this  power  Is  dependent 
on  the  seeking  of  the  artist,  and  is  only  to  be  seen  Id  the 
work  of  good  and  spiritually-minded  men,  it  in  vaiu  to 
attempt  to  teach  or  illustrate  it,  neither  is  it  here  the 
place  to  take  note  of  tlie  way  in  which  it  belongs  to  the 
representation  of  the  tuoutal  image  of  things,  instead  of 
things  themselves,  of  which  we  aie  to  speak  in  treating 
of  the  imagination ;  bnt  thus  much  may  here  be  noted 

of  broad,  practical  principle,  that  the  pu- 
neci^  wiib  im-  rity  of  flesli  painting  depends  in  very  (jon. 
purtljot  color.  -1        I,  Zi        ■    .        -i.  J 

siilerable  measure   on    the   intensity  and 

warmth  of  its  color.  For  if  it  be  opaque,  aod  clay  cold, 
and  colorless,  and  devoid  of  all  the  radiance  and  value  of 
flesh,  the  Hues  of  its  true  beauty,  being  severe  and  firm, 
will  become  so  hard  in  the  loss  of  the  glow  and  gradation 
by  which  nature  illustrates  them,  that  the  painter  will  be 
compelled  to  sacrifice  them  for  a  luscious  fulness  and 
roundness,  in  order  to  give  the  conception  of  flesh; 
which,  being  done,  destroys  ideality  of  form  as  of  color, 
and  gives  all  over  to  lasciviousness  of  surface;  showing 
also  that  the  painter  sought  for  this,  and  this  only,  since 
otherwise  he  had  not  taken  a  subject  in  which  he  knew 
himself  compelled  to  sun-ender  all  sources  of  dignity. 
Whereas,  right  splendor  of  color  both  bears  out  a  nobler 
severity  of  form,  and  is  in  itself  purifying  and  clcanaing, 
like  fire,  furnishing  also  to  the  painter  an  excuse  for  the 
choice  of  his  subject,  seeing  that  he  may  be  supposed  as 
not  having  painted  it  but  in  the  adraii-a- 
tion  of  its  abstract  glory  o!  color  and  form, 
»pTO.uur.  ^^^  -mih.  no  imworthy  seeking.     Bnt  the 

mere  power  of  perfect  and  glowing  color  will  in  some 
sort  redeem  even  a  debased  tendency  of  mind  itself,  aa 
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eminently  tlio  case  with  Titian,  who,  though  of  little 
feeling,  and  often  treating  base  subjects,  or  elevated  sub- 
jects boselj,  aa  in  the  disgTistiug  Magdalen  of  the  Pitti 
palace,  and  that  of  the  Barberigo  at  Venice,  yet  redeems 
all  by  his  glory  of  hue,  so  that  he  cannot  paint  alto- 
gether coarsely  ;  and  with  Giorgioae,  who  hatl  nobler  and 
more  serious  intellect,  the  senBe  of  nudity  is  utterly  lost, 
and  there  is  no  need  nor  desire  of  concealment  any  more, 
but  his  naked  figures  move  among  the  trees  like  fiei-y 
pillars,  and  lie  on  the  grass  likes  Hakes  of  sunshine.* 
"With  the  religious  paiutere  on  the  other  hand,  such 
nudity  aa  they  were  compelled  to  treat  is  (w.  or  bj-Kvei- 
redeemed  as  much  by  severity  of  form  aud  ^°  ™°'' 
hardness  of  line  as  by  color,  so  that  generally  their 
diaped  figures  are  preferable,  aa  in  the  Francia  of  our 
own  gallery.  But  these,  with  Michael  Angelo  and  the 
Venetians,  except  Titian,  form  a  great  group,  pure  in 
sight  and  aim,  between  which  and  all  other  schools  by 
which  the  nnde  has  been  treated^  there  is  a  gulf  fixed, 
and  all  the  rest,  compared  with  them,  seem  Btriving  how 
best  to  illustrate  that  of  Spenser. 

"  Of  all  God's  worka,  which  doe  this  worlde  adorn. 
There  is  no  one  more  faire,  and  eicellent 
Than  ia  mnn's  bod;  both  for  power  and  forme 
Whiles  it  is  kept  in  sober  government. 
But  none  tlian  it  more  foul  and  iadeceot 
Diatempered  tlirough  misrule  and  pnssioos  baoe." 

Of  these  last,  however,  with  whom  ideality  is  lost,  there 
are  some  worthier  than  others,  according  to  that  measure 
of  color  they  reach,  and  power  they  possess,  whence 
much  may  be  forgiven  to  Rubens,  (as  to  ,  ^  namem  at 
our  ovra  Etty,)  less,  as  I  think,  to  Correg-  ^^^I^Sb' 
gio,  who  with  less  apparent  and  evident  qJ^^*  '"^ 
coai-aeness  has  more  of  inherent  sensuality, 
wrought  out  with  attractive  and  luscious  refinement,  and 
*  Aa  In  Uie  noble  Louvre  picture. 
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that  alike  in  all  subjectB,  as  in  the  Madonna  of  the  In- 
coronaziuue,  over  the  high  altar  of  San  Giovaiuii  at 
Parma,  of  which  the  head  and  upper  portion  of  the  fig- 
ure, now  preserved  in  the  librarj-,  might  serve  as  a  model 
of  attitude  and  oxpreBsion  to  a  ballet  figurante :  *  and 
again  in  the  lascivious  St.  Catherine  of  the  Giomo,  and 
in  the  Charioted  Diana,  (both  at  Parma,)  not  to  name  any 
of  hia  works  of  aim  more  definitely  evil.  Beneath  which 
again  wUl  fall  the  worka  devoid  alike  of  art  and  decency, 
as  that  SuBaimah  of  Guido,  in  our  own  g;allery,  aod  so 
we  may  descend  to  the  absolute  clay  of  the  modems,  only 
noticing  in  all  how  much  of  what  is  evil  and  base  in 
subject  or  tendency,  is  redeemed  by  what  is  pui-e  and 
riglit  in  hue,  so  that  I  do  not  assert  that  the  purpose 
and  object  of  many  of  the  grander  painters  of  the  nude,  as 
Titian  for  instance,  was  always  elevated,  but  only  that 
I  le.  And  modern  we,  who  cauDot  paint  the  lamp  of  fire 
■"■  within  the  earthen  pitcher,  must  take  other 

weapons  in  our  left  hajids.  And  it  is  to  be  noted,  also, 
that  in  climates  where  the  Itody  can  be  more  openly  and 
frequently  visited  by  sun  and  weather,  the  nude  both 
comes  to  be  regarded  in  a  way  more  grand  and  pure,  as 
necessarily  awakening  no  ideas  of  base  kind,  (as  pre  em- 
inently with  the  Greeks,)  and  also  from  that  esposure 
receives  a  firmness  and  sunny  elasticity  very  different 
from  the  silky  softness  of  the  clothed  nations  of  the  north, 
where  every  model  nctcesBarily  looks  as  if  accidentally 
undressed ;  and  hence  from  the  very  fear  and  doubt  with 
which  we  approach  the  nude,  it  becomes  exjiressive  of 
evil,  and  for  that  daring  frankness  of  the  old  men,  which 
seldom  missed  of  human  grandeur,  even  when  it  failed 
of  holy  feeUng,  we  have  substituted  a  mean,  carpeted, 
gauze-veiled,  mincing  sensuaUty  of  curls  and  crisping 

•  Tlio  Madonn*  iiims  lier  back  to  Christ,  and  bends  her  head  over 
Iter  Blioulder  to  receive  the  crowD,  the  arma  being  folded  with  studied 
grace  over  the  bosom. 
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pina,  out  of  which  I  believe  nothing  can  come  but  moral 
enervation  and  mental  paralysis. 

Bespecting  those  two  other  vices  of  the  human  face, 
the  expressions  of  fear  and  ferocity,  there  is  less  to  be 
noted,  as  they  only  occasionally  enter  into  'm,M 

the  conception  of  character;  only  it  is  roeiPr  and  re»r. 
most  necessary  to  make  careful  distinction  iw  disiingniHiiBd 
between  the  conception  of  power,  destrue- 
tiveness,  or  majesty,  in  matter,  inHuence,  or  agent,  and 
the  actual  fear  of  any  of  these,  for  it  is  possible  to 
conceive  of  terriblenesB,  without  being  in  a  position 
obnoxious  to  the  danger  of  it,  and  so  without  fear,  and 
the  feeling  arising  from  this  contemplation  of  dreadiul- 
ness,  ourselves  being  in  safety,  as  of  a  stormy  sea  from 
the  shore,  is  properly  termed  awe,  and  is  a  most  noble 
passion  ;  whereas  fear,  mortal  and  extreme,  may  be  felt 
respecting  things  ignoble,  as  the  falling  from  a  win- 
dow, and  without  any  conception  of  terribleness  or 
majesty  in  the  thing,  or  the  accident  dreaded ;  and  even 
when  fear  is  felt  respecting  things  sublime,  as  thunder, 
or  storm  of  battle,  yet  the  tendency  of  it  is  to  destroy  all 
power  of  contemplation  of  their  majesty,  and  to  freeze 
and  shrink  all  the  intellect  into  a  shaking  heap  of  clay, 
for  absolute  acute  fear  is  of  the  same  unworthiness  and 
contempt  from  whatever  source  it  arise,  and  degrades 
the  mind  and  the  outward  bearing  of  the  body  alike, 
even  though  it  be  among  hail  of  heaven  ^  ^  g^,  ^^^ 
and  fire  running  along  the  ground.  And  ^^^[iSi'Kwur'"™ 
so  among  the  children  of  God,  wliile  there 
is  always  that  fearful  and  bowed  apprehension  of  his 
majesty,  and  that  sacred  drea<:l  of  all  offence  to  him, 
which  is  called  the  fear  of  God,  yet  of  real  and  essential 
fear  there  is  not  any  but  clinging  of  confidence  to  him, 
as  their  Bock,  Fortress,  and  Deliverer,  and  perfect  love, 
and  casting  out  of  fear,  so  that  it  is  not  possible  that 
while  the  mind  is  rightly  bent  on  him,  there  should  be 
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dread  of  anything  either  earthly  or  supernatural,  and 
the  more  dreadful  seeniit  the  height  of  his  majesty,  the 
less  fear  they  feel  that  dwell  iu  the  shadow  of  it,  ("  Of 
whom  shall  I  be  afraid  ! ")  so  that  they  are  as  David  was, 
devoted  to  his  fear  i  whereas,  on  the  other  hand,  those 
who,  if  they  may  help  it,  never  conceive  of  God,  but 
thrust  away  all  thought  and  memory  of  him.  and  in  his 
real  terribleuess  and  omnipresence  fear  him  not  nor 
know  him,  yet  are  of  real,  acute,  piercing,  and  ignoble 
fear  haunted  for  evermore ;  fear  inconceiving  and  des- 
perate that  calls  to  the  rocks,  and  hides  in  the  dunt ;  and 
hence  the  peculiar  baseness  of  the  expression  of  terror, 
a  baseness  attribnted  to  it  in  all  times,  and  among  all 
I  u  FeioctiT  is  uations,  as  of  a  passion  atheistical,  brutal, 
lS!*"{t^'^  aufl  profane.  Bo  also,  it  ia  always  joined 
donnbieuwrn.  ^j^jj  ferocity,  which  is  of  all  passions  the 

least  human;  for  of  sensual  desires  there  is  license  to 
men,  as  necessity ;  and  of  vanity  there  is  intellectual 
cause,  so  that  when  seen  in  a  brute  it  is  pleasajit  and  a 
sign  of  {jood  wit !  and  of  fear  there  is  at  times  nocessity 
and  excuse,  as  being  allowed  for  prevention  of  harm: 
but  of  ferocity  there  is  no  excuse  nor  palliation,  but  it  is 
pure  essence  of  tiger  and  demon,  and  it  casts  on  the 
human  face  the  paleness  alike  of  the  horse  of  Death,  and 
the  ashes  of  hell. 

Wherefore,  of  all  subjects  that  can  be  admitted   to 

sight,  the  expressions  of  fear  and  ferocity  are  the  most 

foul  and    detestable,  and  so  there  is  in 

premioDB  how    them  I  know  uot  what  sympathetic  at trac- 

en  powerieM  aod    tiveuess  for  mintls  cowardly  and  base,  as 

*"""'  the  vidgar  of  most  nations,  and  forasmuch 

as  they  are  easily  rendered  by  men  who  can  render 
nothing  else,  they  are  often  trusted  in  by  the  herd  of 
painters  incapable  and  profane,  as  in  that  mnnfitroiis 
abortion  of  the  first  room  of  the  Louvre,  called  the 
Deluge,  whose  subject  is  pure,  acute,  mortal  fear  i  and 
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so  {generally  the  senseless  horrors  of  the  modern  French 
schools,  spawn  of  the  guillotine:  also  there  ia  not  a 
greater  test  of  grandeur  or  meajiness  of  mind  than  the 
expressions  it  will  seek  for  and  develop  in  tlie  features 
and  forms  of  men  in  fierce  strife,  whether  determination 
and  devotion,  and  all  the  other  attributes  of  that  un- 
selfishness which  constitutes  heroism,  as  in  the  warrior 
of  Agasias ;  and  distress  not  agitated  nor  unworthy, 
thou^rh  mortal,  as  in  the  Dying  Gladiator,  or  brutal 
ferocity  and  butchered  agony,  of  which  the  lowest  and 
least  palliated  examples  are  those  battles  of  Salvator 
Kosa,  which  none  but  a  man,  base-bom  ajid  thief-bred, 
could  have  dwelt  upon  for  an  instant  without  sickening, 
of  which  I  will  only  name  that  example  in  the  Pitti 
palace,  wherein  the  chief  figure  in  the  foreground  is  a 
man  with  his  arm  cut  off  at  the  shoulder,  run  through 
the  other  band  into  the  breast  with  a  lance."  And  mani- 
fold instances  of  tlie  same  feeling  are  to  be  found  in  the 
repainting  of  the  various  representations  of  the  Inferno, 
so  common  through  Italy,  more  especially  that  of 
Orcagna's  in  the  Campo  Santo,  wherein  the  few  figures 
near  the  top  that  yet  remain  untouched  are  grand  in 
their  severe  drawing  and  expressions  of  enduring  de- 
spair, while  those  below,  repainted  by  Solazzino,  de- 
pend for  their  expressiveness  upon  torrents  of  blood; 
so  in  the  Inferno  of  Santa  Maria  Novella,  and  of  the 
Arena  chapel,  not  to  speak  of  the  horrible  images  of  the 
Passion,  by  which  vulgar  Bomanism  has  always  striven 
to  excite  the  languid  sympathies  of  its  untaught  flocks. 
Of  which  foulness  let  us  reason  no  farther,  the  very 
image  and  memory  of  them  being  pollution,  only  notic- 

•  Compare  Miclielet.  (Du  Pr6lre,  de  la  Femme,  de  la  Famillt.)  C'lwip. 
m.  nole.  He  uses  language  too  violent  to  bo  quotod :  but  exciisca 
Salvator  by  reference  to  llie  navage  chnracler  of  the  Thirty  Years'  War. 
ThatthlaexciiBehasno  validity  may  be  proved  by  comparing  the  paint- 


's treatment  of  other  aubjecta.    See  Bee.  IL  Chap.  IJI.  g  19,  i 
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ing  this,  that  theru  has  always  been  a  morbid  tendency 
in  Romanism  towards  tlie  contemplation  of  bodily  pain, 
owing  to  the  attribution  of  saving  power  to  it,  whicli, 
like  every  other  moral  error,  has  been  of  fatal  effect  in 
art,  leaving  not  altogether  without  the  stain  and  blame 
of  it,  even  the  highost  of  the  pure  Romanist  painters  ■ 
as  Fra  Angelico,  fur  instance,  who,  in  his  Passion  sab- 
jects,  always  insists  weakly  on  the  bodily  torture,  and  is 
uuspariug  of  blood ;  and  Giotto,  though  his  treatment  is 
usually  grander,  as  in  that  Crucifixion  over  the  door  of 
the  Convent  of  St.  Mark's,  where  the  blood  is  hardly 
actual,  but  issues  from  the  feet  in  a  typical  and  conven- 
tional form,  and  becomes  a  crimson  cord  which  is  twined 
strangely  beneath  aboat  a  skull :  only  that  which  these 
holy  men  did  to  enhance,  even  though  in  their  means  mis- 
taken, the  impression  and  power  of  the  sufferings  of 
Christ,  or  of  his  saints,  is  always  in  a  meiisure  noble,  and 
to  l>e  distinguished  with  all  reverence  from  the  abomina- 
tions of  the  irreligious  paintera  following,  as  of  Camillo 
Procaccini,  in  one  of  his  martynloms  in  the  Gallerj'  of 
the  Brera,  at  Milan,  and  other  such,  whose  names  may 
be  well  spared  to  the  reader. 

These,  then,  are  the  four  passions  whose  presence  in 
any  degree  on  the  human  face  is  dcgmdation.  Bnt  of 
iBi.  Of  t»»<oii  ^^  passion  it  is  to  be  generally  observed. 
g««!r«iiy.  tiiat  it  bec;omes  ignoble  either  when  enter- 

tained respecting  unworthy  objects,  and  therefore  shal- 
low or  unjustifiable,  or  when  of  impious  \iolence,  and  so 
destructive  of  human  dignity.  Thus  grief  is  noble  or 
the  reverse,  according  to  the  dignity  and  worthiness  of 
the  object  lamented,  and  the  grandeur  of  the  mind  en- 
during it.  The  sorrow  of  mortified  vanity  or  avarice  ie 
simply  disgusting,  even  that  of  bereaved  affection  may 
be  base  if  selfish  and  unrestrained.  All  grief  that  con- 
vulses the  features  is  ignoble,  because  it  is  commonly 
shallow  and  certainly  temporary,  as  in  children,  though 
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in  the  Bhock  and  Bbiver  of  a  strong  man's  featmea  under 
sndden  and  violent  grief  there  may  be  sometliiiis  of  sub- 
lime. The  grief  of  Guercino'e  Hagar,  in  the  Brera  gal- 
lery at  Milan,  is  partly  despicable,  partly  disgasting, 
pai-tly  ridiculoixs  \  it  is  not  the  grief  of  the  injmed  Egyp- 
tian, driven  forth  into  the  desert  with  the  ,  j^^  j,  |^  ^^^^ 
destiny  of  a  nation  in  her  heai't,  but  of  a  |^i,^d"L'n™'I^J 
servant  of  all  work,  turned  away  for  steal-  "^  ""« f»™- 
ing  tea  and  sugar.  Common  painters  forget  that  passion 
is  not  al>solutely  and  in  itself  great  or  violent,  but  only  in 
proportion  to  the  weakness  of  the  mind  it  has  to  deal  with ; 
and  that  in  exaggerating  its  outward  signs,  they  are  not 
exalting  the  passion,  but  evaporating  the  hero,*  They 
think  too  mueh  of  passions  as  always  the  same  in  their 
nature,  forgetting  that  the  love  of  Achilles  is  different 
from  the  love  of  Paris,  and  of  Alcestis  from  that  of  Lao- 
damia.  The  use  and  value  of  passion  is  not  as  a  subject 
in  contemplation  in  itself,  but  as  it  breaks  up  the  foun- 
tains of  the  great  deep  of  the  human  mind,  or  displays 
its  mightiness  and  ribbed  majesty,  as  mountains  ate  seHU 
n  their  stability  best  among  the  coil  of  clouds  j  whence, 
n  fine.  I  think  it  is  to  be  held  that  all  passion  which  at- 
tains overwhelming  power,  so  that  it  is  not  aa  resisting, 
but  as  conqnered,  that  the  creature  is  contemplated,  is 
unfit  for  high  art,  and  destructive  of  the  ideal  character 
of  the  countenance :  and  in  this  respect,  I  cannot  but 
hold  Raffaelle  to  have  erred  in  his  endeavor  to  express 
passion  of  such  acuteness  in  the  human  face  -.  as  in  the 
fragment  of  the  Massacre  of  the  Innocents  in  our  own 
gallery,  (wherein,  repainted  though  it  be,  I  suppose  the 
purpose  of  the  master  is  yet  to  be  understood,)  for  if 
such  subjects  are  to  lie  represented  at  all,  their  entire 
expression  may  be  given  without  degrading  the  face,  as 
we  shall  presently  see  done  with  unspeakable  power  by 
"  ■'  The  fire,  ilmt  mniiiiM  the  liquor,  till  it  nin  o'er 

In  seeming  lo  augment  It,  wnBtes  Ik"— Hesbi  VIIL 
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Tintoret,*  and  I  think  that  all  subjects  of  the  kind,  all 
human  misery,  slaughter,  famine,  plague,  peril,  and 
crime,  are  bettor  in  tho  main  avoided,  as  of  onprofitable 
and  hardening  influence,  unlesB  bo  far  o«  out  of  the  suf- 
fering, hinted  rather  than  expressed,  we  may  raise  into 
nobler  relief  the  eternal  enduring  of  fortitude  and  affec- 
tion, of  mercy  and  self-devotion,  or  when,  as  by  the 
threshing-floor  of  Oman,  and  by  the  cave  of  Lazarus,  the 
angel  of  the  Lord  is  to  be  seen  in  the  chastisement,  and 
his  love  to  be  manifested  to  the  despair  of  men. 

Thus,  then,  we  have  in  some  sort  enumerated  those 
oipiI  signs  which  are  most  neceseary  to  be  shunned  in  the 
seeking  of  ideal  beauty ,t  though  it  is  not 
the  knowledge  of  them,  but  the  dread  and 
hatred  of  them,  which  will  effectually  aid  the  painter ; 
as  on  the  other  hand  it  is  not  by  mere  admission  of  the 
lovebnesa  of  good  and  holy  expression  that  its  subtile 
clla^a^,^te^s  are  to  be  traced,  llaffiiclle  himself,  ques- 
tioned on  this  subject,  made  doubtful  answer ;  he  prob- 
ably could  not  trace  through  what  early  teaching-,  or  by 
what  dies  of  emotion  the  image  had  been  sealed  npon  his 
heart.  Our  own  Bacon,  who  well  saw  the  impossibility 
of  reaching  it  by  the  combination  of  many  separate  beau- 
ties, yet  explains  not  the  nature  of  that  "  kind  of  felicity  " 
to  which  he  attributes  success.  I  suppose  those  who 
have  conceived  and  wrought  the  loveliest  things,  have 
done  so  by  no  theorizing,  but  in  simple  labor  of  love,  and 
conld  not,  if  put  to  a  bar  of  rationalism,  defend  all  itoints 
of  what  they  had  done,  but  painted  it  in  their  own  de- 
light, and  to  the  delight  of  all  besides,  only  always  with 

•Sec.  II.  Chap.  IIL  §22. 

t  Let  it  be  observed  that  it  is  nlwajs  of  beauty,  not  of  human  chsr- 
ftcler  in  il-i  lower  and  criminal  mod  IS  cations,  thnt  yie  have  been  speak- 
ing. Tliat  vnritty  of  cliaraeler.  therefore,  which  we  have  afflrtned  to 
be  necessary,  ia  tlie  variety  of  Qioito  and  An^'lico,  not  ot  HogHrih. 
Works  concerned  with  the  exhibition  of  general  cliaraoter,  are  to  be 
spoken  of  in  the  congidertitlon  of  Idew  o(  Rebuion. 


JL 


iir  XAif. 


375 


that  respect  of  conBcience  and  "  fear  of  swerving  from 
that  which  is  right,  which  maheth  diligent  obsei-vera 
of  circumstances  the  loose  regard  whereof  is  the  nurse 
of  vulgar  folly,  no  less  than  Solomon's  attention  there- 
unto was  of  natural  furtherances  the  most  effectual  to 
make  him  eminent  above  others,  for  he  gave  good  heed, 
and  pierced  everything  to  the  very  ground."  * 

With  which  good  heed,  and  watching  of  the  instants 
when  men  feel  warmly  and  rightly,  as  the  Indiana  do  for 
the  diamond  in  their  washing  of  sand,  and  that  with  the 
desire  and  hope  of  finding  true  good  in  men,  and  not 
with  the  ready  vanity  that  sets  itself  to  £ction  instantly, 
and  carries  its  potter's  wheel  about  with  it  always,  (off 
which  there  will  come  only  clay  vessels  of  regular  shape 
after  all,)  iustead  of  the  pure  mirror  that  can  show  the 
seraph  standing  by  the  human  body — standing  as  signal 
to  the  heavenly  land  ;t  with  this  heed  and  this  charity, 
there  are  none  of  us  that  may  not  bring  donii  that  lamp 
upon  his  path  of  which  Spenser  sang  :^ 

"  Tlitit  beauty  !s  not,  ns  fond  men  misdeem 
An  outnnrd  bIiow  of  things.  Ihnt  only  scent : 
Bill  lliat  fair  lamp,  from  whose  <*!eaila]  ray 
Thai  light  proceeds,  which  kiiiiJioth  lover's  fire, 
Shall  never  be  extingtiUhed  nor  decaf. 
But  when  the  vits!  spirits  do  expire, 
Unto  her  native  planet  shall  retire. 
For  it  is  heavenly  born  and  ornnot  die, 
Being  a  parcel  of  [he  purest  sky." 


•  Hooker,  Book  V.  Chnp.  I.  §  2. 


■'  Each  corse  lay  flat,  lifeless  and  flat. 
And  by  the  holy  rofid, 
A  man  all  light,  a  seraph  man 
By  every  corse  there  stood. 
This  seraph  band,  each  waved  his  band. 
It  was  a  heavenly  sight ; 
They  stood  as  signals  to  the  land. 
Each  one  a  lovely  light"— Ancikkt  MAsofER. 


CHAPTER  SV. 


Of  the  somcea  of  beauty  open  to  us  in  the  visible 
worltl,  we  have  now  obtained  a  view  which,  though  most 
feeble  in  its  grasp  and  scanty  in  its  detail,  is  yet  general 
iL  TiwresTB  no  ^^  '■^^  range.  Of  no  other  sources  than 
™otion  oHiMoii  these  visible  can  we,  by  any  effort  in  our 
Sand '^n°  thiJ?M  P''*^fi^iit  condition  of  existence,  conceive. 
TfiibiB.  for  what  revelations  have  been  made  to 

humanity  inspired,  or  caught  up  to  heaven  of  things  to 
the  heavenly  region  belonging,  have  been  either  by  im- 
speakable  words  which  it  is  not  lawful  for  &  man  to  ut- 
ter, or  else  by  their  very  nature  incommunicable,  except 
in  types  and  shadows ;  and  ineffable  by  woi-ds  belonging 
to  eartli,  for  of  things  different  from  the  visible,  words 
appropriated  to  the  ^iBible  can  convey  no  image.  How 
different  from  earthly  gohl  that  clear  pavement  of  the 
city  might  have  seemed  to  the  eyes  of  St.  John,  we  of 
unreceived  sight  cannot  know  i  neither  of  that  strang-e 
jasper  and  sardine  can  we  conceive  the  likeness  which 
he  assumed  that  sat  on  the  throne  above  the  crystal  sea; 
neither  what  seeming  that  was  of  slaying  that  the  Hoot 
of  David  bore  in  the  midst  of  the  elders  ;  neither  what 
change  it  was  upon  the  form  of  the  fourth  of  them  that 
walked  in  the  furnace  of  Dnra,  that  even  the  wrath  of 
idolatrj'  knew  for  the  likeness  of  the  Son  of  God.  The 
knowing  that  is  here  permitted  to  us  is  either  of  things 
outward  only,  as  in  those  it  is  whose  eyes  faith  never 
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opened,  or  else  of  that  dark  part  that  her  glass  shows 
feebly,  of  things  anpematural,  that  gleaming  of  the  Di- 
vine form  among  tlie  mortal  crowd,  which  all  may  catch 
if  they  will  climb  the  eycamore  and  wait ;  nor  bow  much 
of  God's  abiding  at  the  house  may  be  granted  to  those 
that  so  seek,  and  how  much  more  may  be  opened  to  them 
in  the  breaking  of  bread,  cannot  be  said;  but  of  that 
only  we  can  reason  which  is  in  a  measure  revealed  to  all, 
of  that  which  is  by  constancy  and  purity  of  affection  to 
be  found  in  the  things  and  the  beings  u.  wim  impor. 
around  us  upon  earth.  Now,  among  all  J^f^™  f?,"|,"„'." 
those  things  whose  beauty  we  have  hither- 
to examined,  there  has  been  a  measure  of 
imperfection.  Either  inferiority  of  kind,  as  the  beauty 
of  the  lower  animals,  or  resulting  from  degradation,  as 
in  man  himself ;  and  although  in  considering  the  beauty 
of  human  form,  we  arrived  at  some  conception  of  resto- 
ration, yet  we  found  that  even  the  restoration  must  be  in 
some  respect  imperfect,  as  incapable  of  embracing  all 
qualitiea,  moral  and  intellectual,  at  once,  neither  to  be 
freed  from  all  signs  of  former  evil  done  or  suffered. 
Consummate  beauty,  therefore,  is  not  to  be  found  on 
earth,  though  often  such  intense  measure  of  it  as  shall 
drown  all  capacity  of  receiving;  neither  is  it  to  be  re- 
specting humanity  legitimately  conceived.  But  by  cer- 
tain operations  of  the  imagination  upon  ideas  of  beauty 
received  from  things  around  us,  it  is  possible  to  conceive 
respecting  superhuman  creatures  (of  that  which  is  more 
than  creature,  no  creature  ever  conceived)  a  beauty  in 
some  sort  greater  than  we  see.  Of  this 
beauty,  however,  it  is  impossible  to  deter- 
mine anything  until  we  have  traced  the  ■''"'' 
imaginative  operations  to  which  it  owes  its  being,  of 
which  operations  this  much  may  be  prematurely  said, 
that  they  are  not  creative,  that  uo  new  ideas  are  elicited 
by  them,  and  that  their  whole  function  is  only  a  certain 


I  S.    Which  how- 
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dealing  with,  concentrating  or  mode  of  regarding*  the 
impressions  received  from  external  things,  that  there- 
fore, in  the  beauty  to  which  they  will  conduct  us,  there 
will  be  found  no  new  element,  but  only  a  peculiar  com- 
bination or  phase  of  those  elements  that  we  now  know, 
and  that  therefore  we  may  at  present  draw  all  the  con- 
clusions with  respect  to  the  rank  of  the  theoretic  fac- 
ulty, which  the  knowledge  of  its  subject  matter  can 
warrant. 

We  have  seen  that  this  subject  matter  is  referable  to 
four  general  heads.  It  is  either  the  record  of  conscience, 
1 4.  The  four  pHutcd  in  things  external,  or  it  is  a  sym- 
whTch^^the  p^"  bolizing  of  Divine  attributes  in  matter,  or 
STri^  l^^'Sdi!  it  is  the  felicity  of  living  things,  or  the 
^°®-  perfect  fulfilment  of  their  duties  and  func- 

tions. In  all  cases  it  is  something  Divine,  either  the 
approving  voice  of  God,  the  glorious  symbol  of  him,  the 
e\'idence  of  his  kind  presence,  or  the  obedience  to  his 
will  by  him  induced  and  supported. 

All  these  subjects  of  contemplation  are  such  as  we  may 
suppose  will  remain  sources  of  pleasure  to  the  perfected 
spirit  throughout  eternity.  Divine  in  their  nature  they 
are  addressed  to  the  immortal  part  of  men. 

There  remain,  however,  two  points  to  be  noticed  before 
I  can  hope  tliat  this  conclusion  will  be  frankly  accepted 
g  5.  What  objec-  by  the  reader.  If  it  bo  the  moral  pai-t  of 
made  to  Sais^coS  ^^^  to  which  bcauty  addrcsscs  itself,  how 
elusion.  Aoef^  it  happen,  it  will  be  asked,  that  it 

is  ever  found  in  the  works  of  impious  men,  and  how  is  it 
possible  for  such  to  desire  or  conceive  it  ? 

On  the  other  hand,  how  does  it  happen  that  men  in 
high  state  of  moral  culture  are  often  insensible  to  the 
influence  of  material  beauty,  and  insist  feebly  upon  it  as 
an  instrument  of  soul  culture. 

These  two  objections  I  shall  endeavor  briefly  to  answer, 
not  that  they  can  be  satisfactorily  treated  without  that 
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detailed  examination  of  the  whole  body  of  great  works 
of  art,  on  which  I  puipose  to  enter  in  the  following 
volume.  For  the  right  determination  of  these  two  ques- 
tions is  indeed  the  whole  end  and  aim  of  my  labor,  (and 
if  it  could  be  here  accomjillBhed,  I  should  bestow  no 
effort  farther,)  namely,  the  proving  that  no  supreme 
power  of  art  cau  be  attained  by  impious  men  ;  and  that 
the  neglect  of  art,  as  an  interi>rcter  of  divine  things,  has 
been  of  evil  consequence  to  the  Christian  world. 

At  present,  however,  I  would  only  meet  such  objec- 
tions aa  must  immediately  arise  in  the  reader's  mind. 

And  first,  it  will  be  remembered  that  I  have,  throughout 
the  examination  of  typical  beauty,  asserted  its  instinctive 
power,  the  moral  meaning  of  it  being  only  ,  j^  Trpieai 
discoverable  by  faithful  thought.  Now  this  ^^!,Jaij'%a^ 
instinctive  sense  of  it  varies  in  intensity  '""^  imEancos. 
among  men,  being  given,  like  the  hearing  ear  of  music, 
to  some  more  than  to  others:  and  if  those  to  whom  it  is 
given  in  large  measure  be  unfortunately  men  of  impious 
or  unretiectiii":  spirit,  it  is  very  possible  that  the  percep- 
tions of  beauty  should  be  by  them  cultivated  on  princi- 
ples merely  sesthetic,  and  so  lose  their  hallowing  power; 
for  though  the  good  seed  in  them  is  altogether  divine, 
yet,  thei-e  being  no  blessing  in  the  springing  thereof,  it 
brings  forth  wild  grapes  in  the  end.  And  yet  these  wild 
grapes  ai'e  well  discernible,  like  the  deadly  gourds  of 
Gilgal.  There  is  in  all  works  of  such  men  a  taint  and 
stain,  and  jarring  discord,  blacker  and  louder  exactly  in 
proportion  to  the  moral  deficiency,  of  which  the  Irest 
proof  and  measure  is  to  be  found  in  their  treatment  of 
the  human  form,  (since  in  landscape  it  is  neai-Iy  impossi- 
ble to  introduce  definite  expression  of  evil,)  of  which  the 
highest  beauty  has  been  attained  only  once,  and  then  by 
no  system  taught  painter,  but  by  a  most  holy  Dominican 
monk  of  Fiesole  ;  and  beneath  him  all  stoop  lower  and 
lower  in  proportion  to  their  inferior  sanctity,  though 
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with  more  or  less  attaiumeut  of  that  which  is  noble,  ac- 
cordiuj^  to  their  intellectual  power  and  earnestness,  as 
Eaffaelle  in  his  8t.  Cecilia,  (a  mere  study  of  a  passionate, 
dark-eyed,  lai'ge  formed  Italian  model,)  and  even  Peru- 
^no,  in  that  there  is  about  his  noblest  faces  a  shortcom- 
ing, indefinable :  an  absence  of  the  full  out-pouring'  of 
the  Siicred  spirit  that  there  is  in  Angelico ;  traceable,  I 
doubt  not,  to  some  deficiencies  and  avaricious  flaws  of 
his  heart,  wIkjsc  consequences  in  his  conduct  were  such 
as  to  give  Viusari  hope  that  his  lies  might  stick  to  him 
(for  the  contnidiction  of  which  in  the  main,  if  there  be 
not  contiiulietion  enough  in  ever}'  line  that  the  hand  of 
Perugino  drew,  compare  Eio,  de  la  Poesie  Chretienne, 
and  note  also  what  Bio  has  singularly  missed  obsen'ing, 
that  Perugino,  in  his  i)ortrait  of  himself  in  the  Florence 
gallery,  has  put  a  scroll  into  the  hand,  with  the  words 
"Timete  Deum,"  thus  surely  indicating  that  which  he 
considered  his  duty  and  message :)  and  so  all  other  even 
of  the  Siicred  painters,  not  to  speak  of  the  lower  body  of 
men  in  whom,  (m  the  one  hand,  there  is  marked  sensu- 
ality jmd  impurity  in  all  that  they  seek  of  l>eauty,  as  in 
Correggio  and  Guido,  or,  on  the  other,  a  want  in  measure 
of  the  sense  of  beauty  itself,  as  in  Eubens  and  Titian, 

showing  itself  in  the  adoption  of  coarse 

I  7.     How   Inter-  e  t      l  -it  j.-  i 

niptcd   by  fainc    tvpcs  of  feature  and  form :  sometimes  also 
^  °**  (of  which  I  could  find  instances  in  modem 

times,)  in  a  want  of  evidence  of  delight  in  what  they  do: 
so  that,  after  they  have  rendered  some  passage  of  exceed- 
ing beauty,  tlie}^  will  suffer  some  discordant  point  to  in- 
terfere with  it,  and  it  will  not  hurt  them,  as  if  they  had 
no  ph^asure  in  that  which  was  bi^st ;  but  had  done  it  in 
inspiration  that  was  not  profitable  to  them,  as  deaf  men 
might  touch  an  instrument  with  a  feeling  in  their  heart, 
which  yet  returns  not  outwardly  upon  them,  and  so  know 
not  when  thoy  play  false :  and  sometimes  by  total  want 
of  choice,  for  there  is  a  choice  of  love  in  all   rightly 
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tempered  men,  not  that  ignorant  (uid  insolent  choice 
which  rejects  half  nature  a«  empty  of  the  right,  but  that 
pure  choice  that  fetches  the  right  out  of  everything; 
and  where  this  is  wanting,  we  may  see  men  walking  up 
and  down  iu  dry  places,  finding  uo  rest,  ever  and  anon 
doing  something  noble,  and  yet  not  following  it  up,  but 
dwelling  the  next  instant  on  something  impure  or  profit- 
less with  the  same  intensity  and  yet  impatience,  so  that 
they  are  ever  wondered  at  and  ne"ver  sympathized  with, 
and  while  they  dazzle  all,  they  lead  none ;  and  then,  be- 
neath these  again,  we  find  others  on  whose  works  there 
are  definite  signs  of  evil  mind,  ill-repressed,  and  then 
inability  to  avoid,  and  at  last  perpetual  seeking  for  and 
feeding  upon  horror  and  ugliness,  and  filthiness  of  sin, 
as  eminently  in  Salvator  and  Oaravaggio,  and  the  lower 
Dutch  schools,  only  in  these  last  less  painfully  as  they 
lose  the  idllanous  in  the  brutal,  and  the  horror  of  crime 
in  its  idiocy- 

But  secondly,  it  is  to  be  noted  that  it  is  neither  by  us 
UDOscertainnble  what  moments  of  pure  feeling  or  aspira- 
tion may  occur  to  men  of  minds  apparently  is.  Brest  db»» 
cold  and  lost,  nor  by  us  to  be  pronounced  JS^^u^'' ty'ihs 
through  what  instruments,  and  in  what  11,5  st«i«"in  nod 
strangely  oecurrent  voices,  God  may  choose  i"™e'>  I'll  "n™- 
to  communicate  good  to  men.  It  seems  to  me  that  much 
of  what  is  great,  and  to  all  men  beneficial,  has  been 
wrought  by  those  who  neither  intended  nor  knew  the  good 
they  did,  and  that  many  mighty  harmonies  have  been 
discoursed  by  instruments  that  had  been  dumb  or  dis- 
cordant, but  that  God  knew  their  stops.  The  Spirit  of 
Prophecy  consisted  with  the  avarice  of  Balaam,  and  the 
disobedience  of  Saul,  Could  we  spare  from  its  page  that 
parable,  which  he  said,  who  saw  the  vision  of  the  Al- 
mighty, falling  into  a  trance,  but  having  hia  eyes  open, 
though  we  know  that  the  sword  of  hie  punishment  was 
then  sharp  in  its  sheath  beneath  him  in  the  plains  of 
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Moab  ?  or  shall  we  not  lament  with  David  over  the  shield 
cast  away  ou  the  Gilboa  mouutains,  of  him  to  whom  God 
^ave  anotlitr  htmi  that  day  when  he  turned  his  back  to  go 
from  Samuel  ?  It  is  not  our  part  to  look  hardly,  nor  to 
look  alwa^'s,  to  the  character  or  the  deeds  of  men,  but  to  ac- 
cept from  all  of  them,  and  to  hold  fast  that  which  we  can 
prove  good,  and  feel  to  be  ordained  for  us.  We  know 
that  whatever  good  there  is  in  them  is  itself  divine,  and 
wherever  we  see  the  virtue  of  ardent  labor  and  self-sur- 
rendering to  a  single  purpose,  wherever  we  find  constant 
reference  made  to  the  written  scripture  of  natural  beauty, 
this  at  least  we  know  is  great  and  good,  this  we  know  is 
not  granted  by  the  counsel  of  God,  without  purpose,  nor 
maintained  without  result.  Their  interpretation  we  may 
accept,  into  their  labor  wo  may  enter,  but  they  themselves 
must  look  to  it,  if  what  they  do  has  no  intent  of  good, 
nor  any  reference  to  the  Giver  of  all  gifts.  Selfish  in 
their  industry,  unchastened  in  their  wills,  ungrateful  for 
the  Spirit  that  is  upon  them,  they  may  yet  be  helmed  by 
that  Spirit  whithersoever  the  Gk>vemor  listeth ;  involun- 
tary instruments  they  may  become  of  others'  good ;  unwill- 
ingly they  may  bless  Israel,  doubtingly  discomfit  Amalek, 
but  shortcoming  there  ^vill  be  of  their  glor3',  and  sure  of 
their  punishment. 

I  b<4ieve  I  shall  be  able,  incidentally,  in  succeeding  in- 
vestigations, to  prove  this  shortcoming,  and  to  examine 
the  sources  of  it,  not  absolutely  indeed,  (seeing  that  all 
reasoning  on  the  characters  of  men  must  be  treacherous, 
our  knowledge  on  this  head  being  as  corrupt  as  it  is 
scanty,  while  oven  in  li^ang  with  them  it  is  impossible  to 
trace  the  working,  or  estimate  the  errors  of  great  and 
self -secreted  minds,)  but  at  least  enough  to  establish  the 
general  principle  upon  such  grounds  of  fact  as  may 
Siitisfv  those  who  demand  the  practical  proof  (often  in  a 
measure  impossible)  of  things  which  can  hardly  be 
doubted  in  their  rational  consequence.    At  present,  it 
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woald  be  useless  to  enter  on  an  examination  for  which 
we  have  no  materials ;  and  I  proceed,  therefore,  to  notice 
that  other  and  opposite  error  of  Christian 
men  in  thinking  that  there  is  little  use  ?j!i^o?._l^?^ 
or  value  iu  the  operation  of  the  theoretic 
faculty,  not  that  I  at  present  either  feel 
myself  capable,  or  that  this  is  the  place  for  the  discus- 
sion of  that  vast  question  of  the  operation  of  taste  (as 
it  is  called)  on  the  minds  of  men,  and  the  national  value 
of  its  teaching,  but  I  wish  shortly  to  reply  to  that  ob- 
jection which  might  be  urged  to  the  real  moral  dignity 
of  the  faculty,  that  many  Christian  men  seem  to  be  in 
themselves  without  it,  and  even  to  discountenance  it  in 
others. 

It  has  been  said  by  Schiller,  in  his  letters  on  lesthetio 
culture,  that  the  sense  of  beauty  never  fai-thered  the 
performance  of  a  single  duty. 

Although  this  gross  and  inconceivable  falsity  will 
hardly  be  accepted  by  any  one  in  so  mimy  terms,  seeing 
that  there  are  few  so  utterly  lost  but  that  they  receiTe, 
and  know  that  they  receive,  at  certain  moments,  strength 
of  some  kind,  or  rebuke  from  the  appealings  of  outward 
things :  and  that  it  is  not  possible  for  a  Christian  man  to 
walk  across  so  much  as  a  rood  of  the  natural  earth,  with 
mind  unagitated  and  rightly  poised,  without  receiving 
strength  and  hope  from  some  stoue,  flower,  leaf,  or  sound, 
nor  without  a  sense  of  a  dew  falling  upon  him  out  of  the 
sky:  though,  I  say,  this  falsity  is  not  wholly  and  in  terms 
admitted,  yet  it  seems  to  be  partly  and  practically  so  in 
much  of  the  doing  and  teaching  even  of  holy  men,  who 
in  the  recommeuding  of  the  love  of  GoA  to  us,  refer  but 
seldom  to  those  things  in  which  it  is  most  abundantly 
and  immediately  shown ;  though  they  insist  much  on  his 
giving  of  bread,  and  raiment,  and  health,  (which  he  gives 
to  all  inferior  creatures,)  they  require  us  not  to  thank 
him  for  that  glory  of  his  works  which  he  has  permitted 
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UB  alone  to  perceive  :  they  tell  us  often  to  meditate  in 
the  closet,  but  they  send  as  not,  like  Isaac,  into  the  fields 
at  even,  they  dwell  on  the  duty  of  self-denial,  but  they 
exhibit  uot  the  duty  of  delight.  Now  there  are  reasons 
for  this,  mauifold,  in  the  toil  and  warfare  of  an  earnest 
mind,  whieh,  in  its  efforts  at  the  raising- 
iSif  ^"'iS.™  I,"  "^  'iaen  from  utter  loss  and  misery,  has 
ofteu  but  little  time  or  disposition  to  take 
heed  of  anything'  more  than  the  bare  life, 
and  of  those  so  oticupicd  it  is  not  for  us  to 
judge,  but  I  think,  that,  of  the  weaknesses,  distresses, 
vanities,  schisms,  and  sins,  which  often  even  in  the  holi- 
est men,  diminish  their  usefulness,  and  mai-  their  happi- 
ness, there  would  be  fewer  if,  in  their  struggle  with 
nature  fallen,  they  sought  for  more  aid  from  nature  uu- 
destroyed.  It  seems  to  me  that  the  real  sources  of 
bluntness  in  the  feelings  towards  the  splendor  of  the 
grass  and  glory  of  the  flower,  are  less  to  be  found  iu 
ardor  of  occupation,  in  seriousness  of  compassion,  or 
heaveulinesB  of  desire,  than  in  the  turning  of  the  eye  at 
intervals  of  rest  too  selfishly  within ;  the  want  of  power 
to  shake  off  the  anxieties  of  actual  and  near  interest,  aud 
to  leave  results  in  God's  hands ;  the  scorn  of  all  that 
does  uot  seem  immediately  ai)t  for  our  purposes,  or  open 
to  our  understanding,  and  perliaps  somethiug  of  pride, 
which  desires  rather  to  investigate  than  to 
•uueiiceB  oi  soGb  feel.  I  bcUeve  that  the  root  of  almost 
every  schism  and  heresy  from  which  the 
Christian  church  has  ever  suffered,  has  been  the  effort  of 
men  to  earn,  rather  than  to  receive,  their  salvation ;  and 
that  the  reason  that  preaching  is  so  commonly  ineffectual 
is,  that  it  calls  on  men  oftener  to  work  for  God,  than  to 
behold  God  working  for  them.  If,  for  every  rebuke  that 
we  utter  of  men's  vices,  we  put  forth  a  claim  upon  their 
hearts ;  if  for  every  assertion  of  God's  demands  from 
them,  we  could  substitute  a  display  of  his  kindness  to 
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them;  if  side  by  side  with  every  warning  of  death,  we 
coold  exhibit  proofs  and  promises  of  immortality ;  if,  in 
fine,  instead  of  assuming  the  being  of  an  awful  Deity, 
which  men,  though  they  cannot  and  dare  not  deny,  are 
always  unwilling,  sometimes  unable,  to  conceive,  we 
were  to  show  them  a  near,  visible,  inevitable,  but  all 
beneficent  Deity,  whose  presence  makes  the  earth  itself 
a  heaven,  I  think  there  would  be  fewer  deaf  children 
sitting  in  the  market-place.  At  all  events,  { is.  Theori*  um 
whatever  may  be  the  inability  in  this  '^'^'^^^■'^ 
present  life  to  mingle  the  full  enjoyment  of  the  Divine 
works  with  the  fnU  discharge  of  every  practical  duty, 
and  confessedly  in  many  cases  this  must  be,  let  ns  not 
attribute  the  inconsistency  to  any  indignity  of  the  faculty 
of  contemplation,  but  to  the  sin  and  the  suffering  of  the 
fallen  state,  and  the  change  of  order  from  the  keeping  of 
the  garden  to  the  tilling  of  the  ground.  We  cannot  say 
how  far  it  is  right  or  agreeable  with  God's  will,  while  men 
are  perishing  round  about  us,  while  grief,  and  pain,  and 
wratli,  and  impiety,  and  death,  and  all  the  iiowere  of  the 
itir,  are  working  wildly  and  evermore,  and  the  cry  of 
blood  going  up  to  heaven,  that  any  of  us  should  take 
hand  from  the  plough;  but  this  we  know,  that  there 
will  come  a  time  when  the  service  of  God  shall  be  the 
beholding  of  him ;  and  though  in  these  stormy  seas, 
where  we  are  now  driven  up  and  down, his  Spirit  ia  dimly 
seen  on  the  face  of  the  waters,  and  we  are  left  to  cast 
anchors  out  of  the  stem,  and  wish  for  the  day,  that  day 
will  come,  when,  with  the  evangelists  on  the  crystal  and 
stable  sea,  all  the  creatures  of  God  shall  be  full  of  eyes 
within,  and  there  shall  be  "  no  more  curse,  but  his  ser- 
vants shall  serve  him,  and  shall  see  his  face." 


SECTION  n. 
OF  THE  IMAGINATIVE  FACnLTY. 


to  be  alieinpl«L 


CHAPTEE  L 

OF  THE  THKEE  FOKMS  OF  IMAGINATTON. 

We  haTe  hitherto  been  exclusively  occupied  with 
those  sources  of  pleasure  which  exist  in  the  exter- 
nal  creation,  and  which  iu  any  faithful  copy  of  it  most 
1 1.  A  putiai  ei-    to  a  cettaiu  extent  esist  also. 

Theae  sources  of  beauty,  however,  are 
not  presented  by  any  very  great  work  of 
art  in  a  form  of  pure  tmnscript.  They  invariably  receive 
the  reflection  of  the  mind  under  whose  shadow  they 
have  passed,  and  are  modified  or  colored  by  its  image. 

This  modificatiou  is  the  Work  of  Imagination. 

As,  in  the  course  of  our  succeeding  investigation,  we 
shall  be  called  upon  constantly  to  compare  sources  of 
beauty  existing  in  nature  with  the  images  of  them  pre- 
sented by  the  human  mind,  it  is  very  necessary  for  us 
shortly  to  review  the  conditions  and  limits  of  the  imag- 
inative faculty,  and  to  asceiiain  by  what  tests  we  may 
distinguish  its  sane,  healthy,  and  profitable  operation, 
from  that  which  is  erratic,  diseased,  and  dangerous. 

It  is  neither  desirable  nor  possible  here  to  examine  or 
illustrate  in  full  the  essence  of  this  mighty  faculty. 
Such  an  examination  would  require  a  review  of  the  whole 
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field  of  literature,  and  would  alone  demand  a  volume. 
Our  present  toBk  is  not  to  explain  or  exhibit  full  por- 
traiture of  this  function  of  the  mind  in  all  its  relations, 
but  only  to  obtain  some  certain  tests  by  which  we  may 
determine  whether  it  be  very  imagination  or  no,  and  un- 
mask all  impersonations  of  it,  and  this  chiefly  with  re- 
spect to  art,  for  in  literature  the  faculty  takes  a  thousand 
forms,  according  to  the  matter  it  has  to  treat,  and  be- 
comes like  the  princess  of  the  Arabian  tale,  sword,  eagle, 
or  fire,  according  to  the  war  it  wages,  sometimes  pierc- 
ing, sometimes  soaring,  sometimes  illumining,  retain- 
ing no  image  of  itself,  except  its  supernatural  power, 
so  that  I  shall  content  myself  with  tracing  that  par- 
ticular  form  of  it,  and  unveiling  those  imitations  of 
it  only,  which  are  to  be  found,  or  feai-ed,  in  painting, 
referring  to  other  creations  of  miud  only  for  illustra- 
tion. 

Unfortunately,  the  works  of  metaphysicians  will  afford 
US  in  this  most  interesting  inquiry  no  aid  whatsoever. 
They  who  are  conBtantly  endeavoring  to  fathom  and  ex- 
plain the  essence  of  the  faculties  of  mind,  ^  ,j^  ^^^ 
are  sure  in  the  end  to  lose  sight  of  all  that  '^  'ho  mcmpiiyBi- 
cannot  be  explained,  (though  it  may  be  "^i"!""  [™pe^ 
defined  and  felt,)  and  because,  as  I  shall 
presently  show,  the  essence  of  the  imaginative  faculty 
is  utterly  mysterious  and  inexplicable,  and  to  be  recog- 
nized in  its  results  only,  or  in  the  negative  results  of  its 
absence,  the  metaphysicians,  as  far  as  I  am  acquainted 
with  their  works,  mitjs  it  altogether,  and  never  reach 
higher  than  a  definition  of  fancy  by  a  false  name. 

What  I  understand  by  fancy  will  presently  appear,  not 
that  I  contend  for  nomenclature,  but  only  for  distinction 
between  two  mental  faculties,  by  whatever  name  they  be 
called,  one  the  source  of  all  that  is  great  in  the  poetic 
arts :  the  other  merely  decorative  and  entertaining,  but 
which  are  often  confounded  together,  and  which  have  so 


3SS     or  THE  TBREE  FORMS  OF  IMAGIXATION, 

mnoh  in  eommoxL  as  to  render  strict  definition  of  either 
difficult. 

I>:L?:iJd  S^wifft's  lasmae  definitiofi  may  serve  ns  for  a 
starting  point.  **  InLieizttdoii.'  he  says,  ^  includes  eon- 
ei&rcioa  or  smple  appf^kataon,  idiich  enables  as  to 


ioiOtL  %  istOQcm,  ct  those  former  objects  of 


w«^  aK  to  Bike  a  selection:  abstraction, 
vka^  :«i^pii£Sfi!»  ^1^  iitiertgd  Baieiials  from  the  qualities 
jQii  cirCTrm^uTtn;^  -mi^dt  are  cdnnected  with  them  in  nat- 
ure :  aati  jnhcmsasi  3r  ik&£;.  which  selects  the  materials 
am:  ifr^;i:&  'Ziaitr  xmitottifm  To  these  powers  we  may 
la^ftC  TurcirTmir  ixicct  of  ^TravitTJon  to  which  I  f or- 
Knt  v^  "naaut  cf  iMnnr.  a^  it  i;&  this  which  presents 
li^  JOT  ibrare  aZ  laks^  Uiaem  laaseziaLs  which  are  sub- 
jifT^naiii  ^  Tatf*  <aSxv  of  Titagrnttion,  and  which  may 
iaKPi!S.Tr^  ~:it  jcmaiABRii  a!^  -i-w^MTi^g'  t}ie  ground- work  of 


g  to  the 
is  meant  than 
flf  MK»  to  the  mind.) 

T  point  and  purpose  of 

'«  ai^  toU  that  judgment 

In  ofder  that  any- 

l*  pieTiously  deter- 

efeennines  this  endt 

Jic^r  Kned  and  fleshed, 

;r  ?^— I.  25^  di*  <iii  its^  ?    Bare  judg- 

2^'  c  :  7  T.rr^^  rf  w^tt  has  no  existence : 

-  "^Trv-ij-i>  defimtkn  we  aie  left  to 

'^-^  -  losi  vtf  ^wmpckxis.  to  produce 

■^^   ^  tirT  w:«t  for.  thev  must  see 


l*K:*rr  ::  ►  xi?::^    Tiis  power  ot  prophecy 
r  esis«ic»r  :f  ib^  vh .-Je  matter,  and  it  is  just 
J<a*  le  part  viuj-b  the  metaphysician  misses. 
i  TO  expected  fn:»m  his  misonderstandinsr  of 
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the  facalty,  lie  has  given  an  instanee  entirely  nugatory.* 
It  would  be  difficult  to  find  in  Milton  a  passage  iu  which 
leBB  power  of  imagination  was  shown,  than  1 4,  Thi»  inniMin) 
the  description  of  Eden,  if ,  ae  I  suppose,  •"'e^'"'- 
this  be  the  passage  meant,  at  the  begimiing  of  the 
fourth  book,  iu  which  I  can  find  three  expressions  only 
in  which  this  power  is  shown,  the  "hiii-nl-nlml  with  golden 
rind,  hung  amiable  "  of  the  Hesperian  fmit,  the  "  laya 
forth  her  purple  grape  "  of  the  vine,  and  the  friniied  bank 
with  myrtle  crowned,"  of  the  lake,  and  these  are  not  what 
Stewart  meant,  but  only  that  accumulation  of  bowers, 
groves,  lawus,  and  hillocks,  wliich  is  not  ,(.  vnriooa  in- 
imagination  at  all.  but  composition,  and  ""<=*^ 
that  of  the  commonest  kind.  Hence,  if  we  take  auy  pas- 
sage in  which  there  is  real  imagination,  we  shall  find 
Stewart's  hypothesis  not  only  inefScient  and  obscure, 
but  utterly  inapplicable. 
Take  one  or  two  at  random. 

"  On  the  other  aide, 
Inceuseil  with  indignation,  Batsu  stood 
UoterriSed,  and  like  a  coniet  burned 
Thai  flres  tbe  length  of  Ophiuchus  liuga 
In  the  arctic  alty,  and  from  his  horrid  hafr 
Shaken  pestilence  and  war." 

*  He  continues  thus,  "  To  illuslrate  these  abacrvationa,  let  us  con- 
sider the  steps  by  which  Milton  must  have  proceeded,  in  crealiag  hia 
imaginary  garden  of  Eden.  When  he  first  proposed  to  liimaelt  that 
subject  of  description.  It  is  reasonable  to  suppose  tliat  a  variety  of  the 
most  striking  scenes  which  he  hud  aeen,  crowded  into  hia  mind.  The 
association  of  ideas  snggeatcd  Ibem  and  the  power  of  conception 
placed  each  of  them  before  him  with  all  its  tKautica  and  imperfection  a. 
In  every  natural  scene,  if  we  deatine  it  for  any  particular  purpose, 
there  are  defects  and  redundancies,  which  art  may  sometimes,  but 
cannot  always  correct.  But  the  power  of  irauginalion  ia  unlimited. 
She  can  create  and  annihiiule,  and  diapnse  at  pleasure  lier  woods,  her 
rocks,  and  her  rivers.  Milton,  accordingly,  would  not  copy  hia  Eden 
from  any  one  scene,  but  would  select  from  each  the  features  which 
were  most  eminently  beautiful.  The  power  of  abstraction  enabled 
him  to  make  the  separation,  and  taste  directed  him  in  the  selection." 
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(Note  that  the  word  incensed  is  to  be  taken  in  its  lit- 
eral and  material  sense,  set  on  fire.)  What  taste  or  judg- 
ment was  it  that  directed  this  combination  ?  or  is  there 
nothing  more  than  taste  or  judgment  here  ? 

"  Ten  paces  huge 
He  iMick  recoiled ;  the  tenth  on  bended  knee 
His  massy  spear  upstaid,  as  if  on  earth 
Winds  under  ground,  or  waters  forcing  way 
Biddong  had  pushed  a  mountain  from  hu  seat 
Half  sunk  wUh  all  hu  pines, 

"  Together  both  ere  the  high  lawns  appeared 
Under  the  opening  eyelids  of  the  mom, 
We  drove  afield,  and  both  together  heard 
What  time  the  gray-fly  winds  her  sultry  horn. 


"  Missing  thee,  I  walk  unseen 
On  the  dry,  smooth  shaven  green, 
To  behold  the  wandering  moon 
Riding  near  her  highest  noon. 
Like  one  that  had  been  led  astray. 
Through  the  heavens*  wide  pathless  way, 
And  oft  as  if  her  Jiead  she  bowed 
Stooping  through  a  fleecy  cloud." 

It  is  evident  that  Stewart's  explanation  utterly  fails  in 
all  these  instances,  for  there  is  in  them  no  "  combina- 
tion "  whatsoever,  but  a  particular  mode  of  regarding 
the  qualities  or  appearances  of  a  single  thing,  illustrated 
and  conveyed  to  us  by  the  image  of  another ;  and  the 
act  of  imagination,  observe,  is  not  the  selection  of  this 
image,  but  the  mode  of  regarding  the  object. 

But  the  metaphysician's  definition  fails  yet  more  ut- 
terly, when  we  look  at  the  imagination  neither  as  re- 
garding, nor  combining,  but  as  penetrating. 

^   '*  My  gracious  Silence,  Hail : 

Wouldst  thou  have  laughed,  had  I  come  coffln'd  home 
That  wecp'st  to  see  me  triumph.     Ah  I  my  dfear. 
Such  eyes  the  widows  in  Corioli  wear. 
And  mothers  that  lack  sons." 
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How  dill  yiiakspeare  Icnmv  that  Virgilia  could  not 
speak  ? 

Tliis  knowledge,  this  intuitive  and  penetrative  pereep. 
tion,  is  still  one  uf  the  forma,  the  hig^hest,  of  imagina- 
tion, but  there  is  no  eombiaation  of  images  here. 

We  find,  then,  that  the  imagination  haa  three  totally 
distinct  functions.  It  combines,  aud  by  combination 
creates  new  forms;  but  the  secret  princi-  ,  ^  ,j^  y,^ 
pie  of  this  combiuation  has  not  been  shown  P'"^'^"  °'J5° 
by  the  analysts.  A^ain,  it  treats  or  re-  firafiYe,  wod«- 
gards  both  the  simple  images  and  its  owu  "™- 
combinations  in  peculiar  ways ;  and,  thirdly,  it  pene- 
trates, analyzes,  and  reaches  truths  by  no  other  faculty 
discoverable.  These  its  three  functions,  I  shall  endeav- 
or to  illustrate,  but  not  in  this  order :  the  most  logical 
mode  of  treatment  would  be  to  follow  the  order  in  which 
commonly  the  mind  works ;  that  is,  penetrating  first, 
combining  next,  and  treating  or  regarding,  finally  ;  but 
this  an'angement  would  be  inconvenient,  because  the 
acts  of  penetration  and  of  regard  ara  so  closely  connect- 
ed, and  so  like  in  their  relations  to  other  mental  acts, 
that  I  wish  to  examine  them  consecutively,  and  the  rather, 
because  they  have  to  do  with  higher  subject  matter  than 
the  mere  act  of  combination,  whose  distinctive  nature, 
that  property  which  makes  it  imagination  and  not  com- 
position, it  will  I  think  be  best  to  explain  at  setting  out, 
as  we  easily  may,  in  subjects  familiar  and  material.  I 
shall  therefore  examine  the  imaginative  faculty  in  these 
three  forms;  first,  as  combining  or  associative;  secondly, 
as  analytic  or  penetrative ;  thirdly,  as  regardant  or  con- 
templative. 


CHAPTER  n. 

OF  IMAGINATION  ASSOGIATTinS. 

In  order  to  render  onr  inquiry  as  easy  as  possible,  we 
shall  consider  the  dealing  of  the  associative  imag^ination 
with  the  simplest  possible  matter,  that  is, — ^with  concep- 
I  L  Of  simple  tions  of  material  things.  First,  therefore, 
conception.  ^^  must  define  the  nature  of  these  concep- 

tions themselves. 

After  beholding  and  examining  any  material  object, 
our  knowledge  respecting  it  exists  in  two  different  forms. 
Some  facts  exist  in  the  brain  in  a  verbal  form,  as  known, 
but  not  conceived,  as,  for  instance,  that  it  was  heavy  or 
light,  that  it  was  eight  inches  and  a  quarter  long,  etc., 
of  which  length  we  cannot  have  accurate  conception,  but 
only  such  a  conception  as  might  attach  to  a  length  of 
seven  inches  or  nine ;  and  which  fact  we  may  recollect 
without  any  conception  of  the  object  at  all.  Other  facts 
respecting  it  exist  in  the  brain  in  a  visible  form,  not  al- 
ways visible,  but  voluntarily  visible,  as  its  being  white, 
or  having  such  and  such  a  complicated  shape,  as  the  form 
of  a  rose-bud,  for  instance,  which  it  would  be  difficult  to 
express  verbally,  neither  is  it  retained  by  the  brain  in  a 
verbal  form,  but  a  visible  one,  that  is,  when  we  wish  for 
knowledge  of  its  form  for  immediate  use,  we  summon  up 
a  vision  or  image  of  the  thing;  we  do  not  remember  it  in 
words,  as  we  remember  the  fact  that  it  took  so  manv  days 
to  blow,  or  that  it  was  gathered  at  such  and  such  a  time. 

The  knowledge  of  things  retained  in  this  visible  form 
is  called  conception  by  the  metaphysicians,  which  term 
I  shall  retain ;  it  is  inaccurately  called  imagination  by 
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Taylor,  in  the  passage  quoted  by  Wordsworth  iu  the  pref- 
ace to  his  poems,  uot  but  that  the  term  imagination  is 
etymologically  and  rijjhtly  expressive  of  it,  but  we  want 
that  term  for  a  higher  faculty. 

There  are  many  questioiis  reBpecting  this  faculty  of  con- 
ception of  very  great  interest,  stich  as  the  exact  amount 
of  aid  that  verbal  knowledge  renders  so 
visible,  (as,  for  instance,  the  verbal  knowl-  necied  wiih  Teri)«i 
edge  that  a  flower  has  five,  or  seven,  or 
ten  petals,  or  that  a  muscle  is  inserted  at  such  and  such 
a  point  of  the  bone,  aids  the  conception  of  the  flower  or 
the  limb;)  and  again,  what  amount  of  aid  the  visible 
knowledge  renders  to  the  verbal,  as,  for  instance,  whether 
any  one,  being  asked  a  question  about  some  animal  or 
thing,  which  instantly  and  from  verbal  knowledge  he  can- 
not answer,  may  have  such  power  of  summoning  up  the 
image  of  tho  animal  or  thing  as  to  ascertain  the  fact,  by 
actual  beholding,  (which  I  do  not  assert,  bat  can  conceive 
to  be  possible ;)  and  again,  what  ia  that  indefinite  and  sub- 
tile character  of  tho  conception  itaelf  in  most  men,  which 
admits  not  of  being  by  themselves  traced  or  realized,  and 
yet  is  a  sure  test  of  likeness  in  any  representation  of  the 
thing ;  like  an  intaglio,  with  a  front  light  on  it,  whose  lines 
cannot  be  seen,  and  yet  they  will  fit  one  definite  form  only, 
and  that  accmutely;  these  and  many  other  questions  it  is 
irrelevant  at  present  to  determine,*  since  to  forward  our 
present  purpose,  it  will  be  well  to  suppose  the  concep- 
tion, aided  by  verbal  knowledge,  to  be  absolutely  perfect, 
Eind  we  will  suppose  a  man  to  retain  such  clear  image  of 
a  large  number  of  the  material  things  ho  has  seen,  as  to  be 
able  to  set  down  any  of  them  on  paper  with  perfect  fidel- 
ity and  absolute  memory  f  of  their  most  minute  features, 

*  Compare  Chapter  IV.  of  this  SectioD. 

f  Ou  the  distinction  rightly  mnde  by  tlie  metapbyaiclBua  between 
conception  nbBolute  unci  conception  accompnnied  by  reference  to  past 
time,  (or  memory,)  ft  is  of  no  ueccsslCy  here  to  In£i«t. 
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Ill  thas  setting  them  down  ou  paper,  he  vorks,  I  sap- 
pose,  exactly  as  he  would  work  from  nature,  only  copy- 
ing: the  rememberod  inmge  in  his  mind,  instead  of  the 
real  thing.  He  is,  therefore,  still  nothing  more  than  a 
copyist.  There  is  no  exercise  of  imagination  in  this 
whatsoever. 

But  over  these  images,  vi^-id  and  distinct  as  nature 
herself,  he  has  a  command  which  over  nature  he  has  not. 
I  ■.  Bow  aaed  In  ^*'  *^^^  summou  any  that  he  chooses,  and 
compoEitiuD.  if^  therefore,  any  group  of  them  which  he 

received  from  nature  be  not  altogether  to  his  mind,  he  is 
at  liberty  to  remove  some  of  the  comi)onent  images,  add 
others  foreign,  and  re-arrange  the  whole. 

Let  lis  suppose,  for  instance,  that  he  has  perfect 
knowledge  of  the  forms  of  the  Aiguilles  Verto  and  Ar- 
gentiere,  and  of  the  great  glacier  between  them  at  the 
upper  extremity  of  the  valley  of  Chamouix.  The  forms 
of  the  monntaina  please  him,  but  the  presence  of  the 
glacier  suits  not  his  pm-pose.  He  removes  the  glacier, 
sets  the  mountains  farther  apart,  and  introduces  between 
them  part  of  the  valley  of  the  Rhone. 

This  is  composition,  and  is  what  Dugald  Stewart  mis- 
took for  imagination,  in  the  kingdom  of  which  noble 
faculty  it  has  no  part  nor  lot. 

The  essential  characters  of  composition,  properly  so 
called,  are  these.  The  mind  which  desires  the  new  feat- 
ure summons  up  before  it  those  images 
which  it  supposes  to  be  of  the  kind 
wanted,  of  these  it  takes  tlie  one  which  it 
supposes  to  be  fittest,  and  tries  it :  if  it  will  not  answer, 
it  tries  another,  until  it  has  obtained  such  au  association 
as  pleases  it. 

In  this  operation,  if  it  be  of  little  sensibility,  it  re- 
gards  only  the  absolute  beauty  or  value  of  the  images 
brought  before  it;  and  takes  that  or  those  which  it 
thinks  fairest  or  most  interesting,  without  any  regard  to 
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their  sympathy  with  those  for  whose  company  they  are 
destined.  Of  this  kind  is  all  vulgar  composition ;  the 
"  Miilino  "  of  Claade,  described  in  the  preface  to  the  first 
part,  being  a  characteristio  example. 

If  the  mind  be  of  higher  feeling,  it  will  look  to  the 
sympathy  or  contrast  of  the  features,  to  their  likeness  or 
dissimilarity ;  it  will  take,  as  it  thinks  best,  features  re- 
sembling or  discordant,  and  if  when  it  has  put  them  to- 
gether, it  be  not  satisfied,  it  will  repeat  the  process 
on  the  features  themselves,  cutting  away  one  part  and 
putting  in  another,  so  working  more  and  more  deli- 
cately down  to  the  lowest  details,  until  by  dint  of  ex- 
periment, of  repeated  trials  and  shiftings,  and  con- 
stant reference  to  principles,  (as  that  two  lines  must  not 
mimic  one  another,  that  one  mass  must  not  be  equal  to 
another,)  etc.,  it  has  morticed  together  a  satisfactory  re- 
sult. 

This  process  will  be  more  and  more  rapid  and  effect- 
ive, in  proportion  to  the  artist's  powers  of  conception 
and  association,  these  in  their  turn    de- 


The  distinctness  of  his  powers  of  eoneep-  tbeUireefoDctiotia 
tion  will  give  value,  point,  and  truth  to 
every  fragment  that  he  draws  from  memory.  His  pow- 
ers of  association,  and  his  knowledge  of  nature  will  pour 
out  before  him  in  greater  or  less  number  and  apposite- 
ness  the  images  from  which  to  choose.  His  experience 
guides  him  to  quick  discemmeDt  in  the  combination, 
when  made,  of  the  pai'ts  that  are  offensive  and  require 
change. 

The  most  elevated  power  of  mind  of  all  these,  is  that 
of  association,  by  which  images  apposite  or  resemblant, 
or  of  whatever  kind  wanted,  are  called  up  quickly  and  in 
multitudes.  ^Vhen  this  power  is  very  brilliant,  it  is 
called  fancy,  not  that  this  is  the  only  meaning  of  the 
word  fancy,  but  it  is  the  meaning  of  it  in  relation  to  that 
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fmLction  of  the  imagination  which  we  are  here  consider- 
ing; for  foucy  has  three  functiona;  one  saboniinate  to 
each  of  the  thi-ee  functions  of  the  unagination. 

Great  differences  of  power  are  manifested  ajuon^  artists 
Id  this  respect,  some  having  hosts  of  distinct  imnge" 
always  at  their  command,  and  rapidly  discerning-  resem- 
blance or  contrast ;  others  having  few  images,  and  ob- 
scure, at  their  disposal,  nor  i-eadily  governing  those  they 
have. 

Where  the  powers  of  fancy  are  very  brilliant,  the  pict- 
ure becomes  highly  interesting ;  if  her  images  are  syate- 
matically  and  rightly  combined,  and  truthfully  rendered, 
it  will  become  even  impressive  and  instructive ;  if  wittily 
and  curiously  combined,  it  will  be  captivating  and  enter- 
taining. 

But  all  this  time  the  imagination  has  not  once  shown 
itself.  All  this  (except  the  gift  of  fancy)  may  be  taug-ht, 
all  this  is  easily  comiirehended  and  aa- 
not  jft  msniEiiK-  alyzed ;  out  imagination  is  neither  to  be 
taught,  nor  by  any  efforts  to  be  attained, 
nor  by  any  acuteness  of  discernment  dissected  or  an- 
alyzed. 

We  have  seen  that  in  composition  the  mind  can  only 
take  cognizance  of  likeness  or  dissimilarity,  or  of  ab- 
stract beauty  among  the  ideas  it  brings  together.  But 
neither  likeness  nor  dissimilarity  secures  harmony.  We 
saw  in  the  chapter  on  nnity  that  likeness  destroyed  har- 
mony or  unity  of  memliership,  and  that  difference  did 
not  necessaiily  secure  it,  but  only  that  particular  imper- 
fection in  each  of  the  harmonizing  parts  which  can  only 
be  supplied  by  its  fellow  pai-t.  If,  therefore,  the  com- 
bination made  is  to  be  harmonious,  the  artist  must  in- 
duce in  each  of  its  component  parts  (suppose  two  only, 
for  simplicity's  sake,)  such  imperfection  as  that  the  other 
shall  put  it  right.  If  one  of  them  be  perfect  by  itself. 
the  other  will  be  an  excxeacence.     Both  must  be  faulty 
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when  separate,  and  each  corrected  by  the  presence  of  the 
other.  If  he  can  occompliah  this,  the  result  will  be 
beautiful ;  it  will  be  a  whole,  an  organized  body  with  de- 
pendent members ; — he  is  an  inventor.  If  not,  let  his 
separate  features  be  as  beautiful,  as  apposite,  or  aa  re- 
semblant  as  they  may,  they  form  no  whole.  They  are 
two  members  glued  together.  He  is  only  a  carpenter 
and  joiner. 

Now,  the  conceivable  imperfections  of  any  single  feat- 
ure are  infinite.    It  is  impossible,  therefore,  to  fix  upon 
a  form  of  imperfection  in  the  one,  and  try 
with  this  all  the  forms  of  imperfection  of 
the  other  until  one  fitsi  but  the  two  im-    p^ifeS-Vomp"^ 
perfections  must  be  co-relatively  and  sim- 
ultaneously conceived. 

This  is  imagination,  properly  so  called,  imagination 
associative,  the  grandest  mechanical  power  that  the 
human  intelligence  possesses,  and  one  which  will  appear 
more  and  more  marvellous  the  longer  we  consider  it. 
By  its  operation,  two  ideas  are  chosen  out  of  an  infinite 
mass,  (for  it  evidently  matters  not  whether  the  imperfec- 
tions be  conceived  out  of  the  infinite  number  conceivable, 
or  selected  out  of  a  number  recollected,)  two  ideas  which 
are  separately  wrong,  which  together  shall  be  right,  and 
of  whose  unity,  therefore,  the  idea  must  be  formed  at  the 
instant  they  are  seized,  as  it  is  only  in  that  unity  that 
either  are  good,  and  therefore  only  the  cowxpfion  of  that 
wiih/  can  prompt  the  pre/erenre.  Now,  what  is  that  pro- 
phetic action  of  mind,  which,  out  of  an  infinite  mass  of 
things  that  cannot  be  tried  together,  seizes  at  the  same 
instant  two  that  are  fit  for  each  other,  together  right ; 
yet  each  disagreeable  alone. 

This  operation  of  mind,  so  far  as  I  can    f  s-  "J^^^*^^: 
see,  is  absolutely  inexplicable,  but  there    inSfan. 
is  something  like  it  in  chemistry. 

"  The  action  of  sulphuric  acid  on  metallic  zinc  aJfords 
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an  instance  of  what  was  once  called  disposing  affinity. 
Zinc  decomposes  pure  water  at  common  temperatures 
with  extreme  slowness;  but  as  soon  as  sulphuric  acid 
is  added,  decomposition  of  the  water  takes  place 
rapidly,  though  the  acid  merely  unites  with  oxide  of 
zinc.  The  former  explanation  was,  that  the  affinity  of 
the  acid  for  oxide  of  zinc  disposed  the  metal  to  unite 
with  oxygen,  and  thus  enabled  it  to  decompose  water ; 
that  is,  the  oxide  of  zinc  was  supposed  to  produce 
an  effect  previous  to  its  existence.  The  obscurity  of 
this  explanation  arises  from  regarding  changes  as  con- 
secutive,  which  are  in  reality  simultaneous.  There 
is  no  succession  in  the  process,  the  oxide  of  zinc  is 
not  formed  previously  to  its  combination  with  the  acid, 
but  at  the  same  instant.  There  is,  as  it  were,  but 
one  chemical  change,  which  consists  in  the  combina- 
tion at  one  and  the  same  moment  of  zinc  with  oxygen, 
and  of  oxide  of  zinc  with  the  acid;  and  this  change 
occurs  because  these  two  affinities,  acting  together, 
overcome  the  attraction  of  oxygen  and  hydrogen  for  one 
another."  * 

Now,  if  the  imaginative  artist  will  permit  us,  with  all 
deference,  to  represent  his  combining  intelligence  under 
the  figure  of  sulphuric  acid ;  and  if  we  suppose  the  frag- 
ment of  zinc  to  be  embarrassed  among  infinitely  numer- 
ous fragments  of  diverse  metals,  and  the  oxygen  dis- 
persed and  mingled  among  gases  coimtless  and  indis- 
tinguishable, we  shall  have  an  excellent  type  in  material 
things  of  the  action  of  the  imagination  on  the  imma- 
terial. Both  actions  are,  I  think,  inexplicable,  for  how- 
ever simultaneous  the  chemical  changes  may  be,  yet  the 
causing  power  is  the  affinity  of  the  acid  for  what  has  no 
existence.  It  is  neither  to  l>e  explained  how  that  affinity" 
operates  on  atoms  uncombined,  nor  how  the   artist's 

♦Elements of  Chemistry,  by  the  late  Edward  Tunier.  M.D.  Part 
II.,  Sec.  IV. 
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deaire  for  an  unconceived  whole  prompts  him  to  the 
Belection  of  necessary  divisions. 

Xow,  this  operation  would  be  wonderful  enonjjh,  if  it 
were  concerned  with  two  ideas  only.  But  a  powerfidly 
imai^inative  mind  seizes  and  combines  at 
the  same  instant,  not  only  two,  but  all  the  »iiddJBn[ir ot im- 
important  ideas  of  its  poem  or  picture, 
and  while  it  works  with  any  one  of  them,  it  is  at  the 
same  instant  working  with  and  modifying  all  in  their 
relations  to  it,  never  losing  sight  of  their  bearings  on 
each  other ;  as  the  motion  of  a  snake's  body  goes  through 
nil  parts  at  once,  and  its  volition  acts  at  the  same  instant 
in  coils  that  go  contrary  ways. 

This  faculty  is  indeed  something  that  looks  as  if  man 
were  made  after  the  image  of  Gkid.  It  is  inconceivable, 
admirable,  altogether  ilivine ;  and  yet  wonderful  as  it 
may  seem,  it  is  palpably  evident  that  no  less  an  opera- 
tion is  necessary  for  the  production  of  any  great  work, 
for,  by  the  definition  of  unity  of  membership,  {the  essen- 
tial characteristic  of  greatnees,)  not  only  certain  couples 
or  groups  of  parts,  but  nil  the  parts  of  a  noble  work 
must  be  separately  imperfect ;  each  must  imply,  and  ask 
for  all  the  rest,  and  the  glory  of  every  one  of  them  must 
consist  in  its  relation  to  the  rest,  neither  while  so  much 
as  one  is  wanting  can  any  be  right.  And  it  is  evidently 
impossible  to  conceive  in  each  separate  featui'e,  a  certain 
want  or  wrongness  which  can  only  be  corrected  by  the 
other  features  of  the  picture,  (not  by  one  or  two  merely, 
but  by  all,)  unless  together  with  the  want,  we  conceive 
also  of  what  is  wanted,  that  is  of  all  the  rest  of  the  work 
or  picture.     Hence  Fuseli : — 

"  Second  thoughts  are  admissible  in  painting  and 
poetry  only  as  dressers  ot  the  first  conception ;  no  great 
idea  was  ever  formed  in  fragments." 

"  He  alone  can  conceive  and  compose  who  sees  the 
vhole  at  once  before  him." 
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There  is,  however,  a.  limit  to  the  power  of  all  hafflan 
imagination.  When  the  relations  to  be  observed  are  ab- 
solutely iiecessar>%  and  highly  complic-ated, 
the  mind  cannot  grasp  them,  and  the  re- 
snlt  is  a  total  deprivation  of  all  power  of  imagination 
associative  in  such  matter.  For  tliis  reason,  no  human 
mind  has  ever  conceived  a  new  animal.  For  as  it  is  evi. 
dent  that  in  an  animal,  every  part  implies  all  the  rest; 
that  is,  the  form  of  the  eye  involves  the  form  of  the  brow 
and  nose,  these  the  form  of  the  forehead  and  lip,  these 
of  the  head  and  chin,  and  so  on,  so  tliat  it  is  physically 
impossibleto  conceive  of  any  one  of  these  members,  un- 
less we  conceive  the  relation  it  bears  to  tlie  whole  animal ; 
and  as  this  relation  is  necessary,  certain,  and  compli- 
cated, allowing  of  no  license  or  inac^suracy,  the  intellect 
utterly  fails  under  the  load,  and  is  reduced  to  mere  com- 
position, putting  the  bird's  wing  on  men's  shoulders,  or 
half  the  human  body  to  half  the  horse's,  in  doing  which 
there  is  no  action  of  imagination,  but  only  of  fancy; 
though  in  the  treatment  and  eoutemplation  of  the  com- 
pound form  there  may  be  much  imagination,  as  wo  shall 
presently  see.     (Chap.  HI.  g  30.) 

The  matter,  therefore,  in  which  aseociative  imagination 
can  be  shown  is  that  which  admits  of  great  license  and 
1 11.  How  mant-  ^'lU^ety  of  arrangements,  and  in  which  a 
S^ofliBMHin  "si't'iii  amount  of  relation  only  is  required ; 
"Mcrnin*""^  "^  especially  in  the  elements  of  landscape 
painting,  in  which  best  it  maybe  illuatrated- 
Whcn  lui  unimaginative  painter  is  about  to  draw  a  tree, 
(and  we  will  suppose  him,  for  better  illustration  of  the 
point  in  question,  to  have  good  feeling  and  correct  knowl- 
edge of  the  nature  of  trees,)  he  probably  lays  on  his 
paper  such  a  general  formashe  knows  to  be  characteristic 
of  the  tree  to  be  drawn,  and  such  as  he  believes  will  fall 
in  agreeably  with  the  other  masses  of  his  picture,  which 
we  will  suppose  partly  prepared.     When  this  form  is  e 
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down,  he  assuredly  tiuds  it  has  done  something  he  did 
Dot  iDtend  it  to  do.  It  has  mimicked  same  prominent 
line,  or  overpowered  some  necessary  mass.  He  begins 
pruning  and  changing,  and  after  several  experiments, 
succeeds  in  obtaining  a  form  which  does  no  material 
mischief  to  any  other.  To  this  form  he  proceeds  to  at- 
tach a  tinink,  uud  having  probably  a  received  notion  or 
mle  (for  the  uuimajjinative  painter  never  works  without 
a  piTncipIe)  that  tree  trunks  ought  to  lean  first  one  way 
and  then  the  other  as  they  go  up,  and  ought  uot  to  stand 
under  the  middle  of  the  tree,  he  sketches  a  serpentine 
form  of  requisite  propriety ;  when  it  has  gone  up  far 
enough,  that  is  tiU  it  begins  to  look  disagreeably  long, 
he  will  begin  to  ramify  it,  and  if  there  be  another  tree  in 
the  pictui-e  with  two  large  branches,  he  knows  that  this, 
by  all  laws  of  composition,  ought  to  have  three  or  four, 
or  some  (Ufferent  number;  one  because  he  knows  that 
if  three  or  tour  branches  stai't  from  the  same  point  they 
will  look  formal,  thei-efore  he  makes  them  staii  from 
points  one  above  another,  and  because  equal  ilistaiices 
are  improper,  therefore  they  shall  start  at  unequal  dis- 
tances. ANTien  they  are  fairly  started,  he  knows  they 
must  undulate  or  go  backwards  and  forwards,  which  ac- 
cordingly he  makes  them  do  at  random  -,  and  because  he 
knows  that  all  forms  ought  to  be  contrasted,  therefore  he 
makes  one  bend  clown  while  the  other  three  go  up.  The 
three  that  go  up  he  knows  must  not  go  up  without  in- 
tei-fering  with  each  other,  and  so  he  makes  two  of  them 
cross.  He  thinks  it  also  proper  that  there  should  be 
variety  of  character  in  them,  so  he  makes  the  one  that 
bends  down  graceful  and  flexible,  and  of  the  two  that 
cross,  he  splinters  one  and  makes  a  stump  of  it.  He  re- 
peats the  process  among  the  more  complicated  minor 
boughs,  until  coming  to  the  smallest,  he  thinks  farther 
care  unnecessary,  hut  draws  them  freely,  and  by  chance. 
Having  to  put  on  the  foliage,  he  will  make  it  flow  prop- 
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erly  in  the  ilirection  of  tlie  tree's  g^rowth,  he  will  make  all 
the  extremities  graceful,  but  will  be  grievously  plagTied 
by  finding  them  come  all  alike,  and  at  last  will  be  obliged 
to  Bpoil  a  number  of  them  altogether,  in  order  to  obtain 
opposition.  They  will  not,  however,  be  united  in  this 
their  spoliatiou,  but  will  remain  uncomfortably  separate 
and  individually  ill-tempered.  He  consoles  himself  by 
the  refiection  that  it  Ib  onoatural  for  all  of  them  to  be 
equally  perfect. 

Now  I  Ruppoae  that  through  the  whole  of  this  process 
he  has  been  able  to  refer  to  his  definite  memory  or  con- 
I  IS.  UwBof  Bri.  ceptiou  of  nature  for  every  one  of  the  frag- 
STe  "ania^iiu^  mpnts  he  has  suceessively  added,  that  the 
"™'  details,  color,  fractures,  insertions,  etc.,  of 

his  boughs,  are  all  either  actual  recollections  or  based 
on  secure  knowledge  of  the  tree,  (and  herein  I  allow  far 
more  than  is  commouly  the  case  with  unimaginative 
painters.)  But  as  for  as  the  process  of  combination  is 
concerned,  it  is  evident  that  from  beginning  to  end  his 
laws  have  been  his  safety,  and  hie  pla^e  has  been  his  lib. 
erty.  He  has  been  compelled  to  work  at  random,  or  un^ 
der  the  guidance  of  feeling  only,  whenever  there  was  any- 
thing left  to  his  own  decision.  He  has  never  been  de- 
cided in  anythinp  except  in  what  he  mmt  or  ixiiM  nof  do. 
He  has  walked  as  a  drunken  man  on  a  broad  road,  his 
guides  are  the  hedges ;  and  Iietween  these  limits,  the 
broader  the  way,  the  worse  he  gets  on. 

The  advance  of  the  ima^native  artist  is  precisely  the 
reverse  of  this.  He  has  no  laws.  He  defies  all  restraint, 
and  cuts  down  all  hedges.  There  is  noth- 
'S"t?' VliUrf  ^"^  within  the  limits  of  natural  possibility 
Testaot  imaginm^  that  he  darcs  uot  do,  or  that  he  allows  the 
necessity  of  doing.  The  laws  of  nature  he 
knows,  these  are  to  him  no  restraint.  They  are  his  own 
nature.  All  other  laws  or  limits  ho  sets  at  utter  defiance, 
his  journey  is   over  an  untrodden  and  pathless  plain. 
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But  he  sees  his  end  over  the  waste  from  the  first,  and 
giws  straight  at  it,  never  losing  eight  of  it,  nor  throwing 
away  a  step.  Nothing  can  stop  him,  nothing  turn  him 
aside :  falcons  and  lynxes  are  of  slow  and  uncertain  sight 
compared  with  his.  He  saw  his  tree,  trunk,  boughs, 
foliage  and  all,  from  the  first  moment ;  not  only  the  tree 
but  the  sky  behind  it ;  not  only  that  tree  or  sky,  but  all 
the  other  great  features  of  his  picttu-e :  b,y  what  intense 
power  of  instantaneous  selection  and  Eunalgamation  can- 
not be  explained,  but  by  this  it  may  be  proved  and  tested, 
that  if  we  examine  the  tree  of  the  unimaginative  paint- 
er, W6  shall  find  that  on  removing  any  paii  or  parts  of 
it,  the  rest  will  indeed  suffer,  as  being  deprived  of  the 
proper  development  of  a  tree,  and  as  involving  a  blank 
space  that  wants  occupation  ;  but  the  portions  left  are  not 
made  discordant  or  disagreeable.  They  are  absolutely 
and  in  themselves  as  valuable  as  they  can  be,  every  stem 
is  a  perfect  stem,  and  every  twig  a  graceful  twig,  or  at 
least  as  perfect  and  as  graceful  as  they  were  before  the 
removal  of  the  rest.  But  if  we  try  the  same  experiment 
on  the  imaginative  painter's  work,  and  break  off  the 
merest  stem  or  twig  of  it,  it  all  goes  to  pieces  like  a 
Pi'ince  Eupert's  drop.  There  is  not  so  much  as  a  seed 
of  it  but  it  lies  on  the  tree's  life,  like  the  grain  upon  the 
tongue  of  Chaucer's  sainted  child.  Take  it  away,  and 
the  boughs  will  sing  to  us  no  longer.  All  is  dead  and 
cold. 

This  then  is  the  first  sign  of  the  presence  of  real  im- 
agination as  opposed  to  composition.  But  here  is  an- 
other not  less  important. 

We  have  seen  that  as  each  part  is  selected  and  fitted  by 
the  unimaginative   painter,   he  renders  it,  in  itself,  as 
beautiful  as  he  is  able.     If  it  lie  ugly,  it 
remains  so,  he  is  incapable  of  correcting  it    ooyt  nnimnein- 
by  the  addition  of   another  ugliness,  and 
therefore  he  chooses  all  his  features  as  fair  as  they  may 
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be  (at  least  if  hia  object  bo  beanty).  But  a  small  pro- 
portion oaly  of  the  ideas  he  lias  at  his  dispoB&l  will 
reach  his  stondaxd  of  absolute  beauty.  The  others 
will  be  of  no  use  to  him,  and  among  those  which  he  per- 
mits himself  to  use,  there  will  be  so  marked  a  family 
likeness,  that  he  will  be  more  and  more  cramped,  as  his 
picture  advances,  for  want  of  muterial,  and  tormented  by 
multiplying  resemblances,  unless  disguised  by  some  ar- 
tifice of  light  aud  shade  or  other  forced  difference ;  and 
with  all  the  differences  he  can  imagine,  his  tree  will  yet 
show  a  sameness  and  sickening  repetition  in  all  its  parts, 
and  all  bis  trees  will  be  like  one  another,  except  so  far 
as  one  leans  east  aud  ojiothor  west,  one  is  broadest  at 
the  top  and  another  at  the  bottom,  while  throxigh  all  this 
insipid  repetition,  the  loeaus  by  which  he  forces  contrast, 
dark  boughs  opposed  to  light,  rugged  to  smooth,  etc., 
will  be  painfully  evident,  to  the  utter  destruction  of  all 
itnuriiud  dignity  and  repose.  The  imaginative 
never  repeals  It-  work  is  n<fcessarily  the  absolute  opposite 
of  all  thiu.  As  all  its  parts  are  imperfect, 
and  as  there  is  jm  unlimited  supply  of  imperfection,  (for 
the  ways  in  which  things  may  be  wrong  are  infinite,)  the 
imagination  is  never  at  a  loss,  nor  ever  likely  to  repeat 
itself;  nothing  comes  amiss  to  it,  but  whatever  rude 
matter  it  receives,  it  instantly  so  arranges  that  it  cornea 
right ;  all  things  fall  into  their  place  and  appear  in  that 
place  perfect,  nseful,  and  evidently  not  to  be  spared,  so 
that  of  its  combinatioDS  there  is  endless  variety,  and 
every  intractable  and  seemingly  unavailable  fragment 
that  we  give  to  it,  is  instantly  turned  to  some  brilliant 
use,  and  made  the  nucleus  of  a  new  group  of  glory ; 
however  poor  or  common  the  gift,  it  will  be  thankful  for 
it,  treasure  it  up,  and  pay  in  gold,  and  it  has  that  life  in 
it  and  fire,  that  wherever  it  passes,  among  the  dead 
bones  and  dust  of  things,  behold  a  shaking,  and  the 
bones  come  together,  bone  to  his  bone. 
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And  now  we  find  what  noble  sympathyand  unity  there 
19  between.the  imaguiative  and  theoretic  facultiea.  Both 
agreo  in  this,  thatthey  reject  nothing,  and  ,,a.  f^t^oa  at 
are  thankful  for  all;  but  the  theoretic  fSJaity'^f^'^h" 
faculty  takes  out  of  everything  that  which  ii>™re"c- 
IB  beautiful,  while  the  imaginative  faculty  takes  hold  of 
the  very  imperfectiouB  which  the  theoretic  rejects,  and  by 
means  of  these  angles  and  roughnesses,  it  joints  and  bolts 
the  separate  stones  into  a  mighty  temple,  wherein  the 
theoretic  faculty,  in  its  turn,  does  deepest  homage. 
Thus  aympatbetic  in  their  desires,  harmoniously  diverse 
in  their  operation,  each  working  for  the  other  with  what 
the  other  needs  not,  all  things  external  to  man  are  by 
one  or  other  turned  to  gooil. 

Now  we  have  hitherto,  for  the  sake  of  clearness,  op- 
posed the  total  absence  of  imagination  to  the  perfect 
presence  of  it,  in  order  to  make  the  difl'er-  ^  j,  ModiflcmoQ 
ence  between  composition  and  inaagination  2m"*  ''*""**'^ 
thoroughly  imderstood.  But  if  we  ai-e  to 
give  examples  of  either  the  want  or  the  presence  of  the 
power,  it  is  necesBary  to  note  the  circumstances  by  which 
both  are  modified.  In  the  first  place,  few  artists  of  any 
standing  are  totally  devoid  of  this  faculty,  some  small 
measure  of  it  most  of  them  possess,  though  of  all  the 
forma  of  intellect,  this,  and  its  aister,  penetrative  imagi- 
nation, are  the  rai-est  and  most  precious ;  but  few  paint- 
ers have  reached  eminence  without  some  leaven  of  it, 
whether  it  can  be  increased  by  practice  I  doubt.  On 
the  other  hand,  fewer  still  are  possessed  of  it  in  very 
high  degree,  and  even  with  the  men  of  most  gigantic 
power  in  this  respect,  of  whom,  I  think,  Tintoret  stands 
far  the  head,  there  are  evident  limits  to  its  exercise,  and 
portions  to  be  found  in  their  works  that  have  not  been 
included  in  the  original  grasp  of  them,  but  have  been 
suggested  and  incorporated  during  their  progress,  or 
added  in  decoration  i  and  with  the  great  mass  of  painters 
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there  are  frequent  Daws  and  fatlureB  in  the  conc«ptioD, 
so  that,  when  they  inteiitl  to  produce  a  perfect  work  tUt-y 
throw  their  thought  iuto  different  expurimeutaJ  forms, 
and  decorate  it  and  dis«.'ipliue  it  long  before  realizing  it, 
BO  that  there  in  a  cei-taiu  amount  of  mere  compusitiou  in 
the  most  imaginative  worku ;  and  a  gi'ain  or  two  of  imag- 
ination commonly  in  the  most  artiticial.  Andu^aiu,  what- 
ever portions  of  a  picture  are  taken  honestly  and  without 
alteration  from  nature,  have,  so  far  as  they  go,  the  look  of 
imagination,  because  all  that  nature  does  is  imaginative, 
that  is,  perfect  as  a  whole,  and  made  up  of  imperfect  feat- 
ures-, so  that  the  ]>aiiitcr  of  the  meanest  imaginative 
power  may  yet  do  grand  things,  if  he  will  keep  to  strict 
portraiture,  and  it  would  be  well  if  all  artists  were  to 
endeavor  to  do  so,  for  if  they  have  imagination,  it  will 
force  its  way  in  spite  of  them,  and  show  itself  in  their 
every  stroke,  and  if  not,  they  will  not  get  it  by  leaving 
nature,  but  only  siuk  iuto  nothingness. 

Keeping  these  points  in  view,  it  is  interesting  to 
observe  the  different  degrees  and  relations  of  the  imagi- 
nation, as  accompanied  with  more  or  less 
■hmmllf^^^  feeling  or  desire  of  harmony,  vigor  of  con- 
^™-  ception,  or  constancy  of  reference  to  truth. 
Of  men  of  name,  jterhaps  Claude  is  the 
best  instance  of  a  want  of  imagination,  nearly  total, 
borne  out  by  painful  but  untaught  study  of  nature,  and 
much  feeling  for  abstract  beauty  of  form,  with  none 
whatever  for  harmony  of  expression.  In  Gaapar  Poussin, 
we  have  the  same  want  of  imagination  disguised  by 
more  masculine  qualities  of  mind,  and  grander  Teachings 
after  sympathy.  Thus  in  the  Sacrifice  of  Isaac  in  oar 
own  gallery,  the  spirit  of  the  composition  is  solemn 
and  unbroken :  it  would  have  been  a  grand  picture  if  thu 
forms  of  the  mass  of  foliage  on  the  right,  and  of  the 
clouds  in  the  centre,  had  not  been  hopelessly  unimag- 
inative.    The  stormy  wind  of  the  picture  of  Dido  and 
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Eneas  blows  loudly  through  its  leaves,  but  the  total 
'want  of  invention  in  the  oloud  forms  beai-s  it  down  be- 
yond redemption.  The  foreground  tree  of  the  La  Eic- 
cia  (compare  Part  II.  Sec.  VX  Chap,  I.,  §  6)  is  another 
characteristic  instance  of  absolute  nullity  of  imagina- 
tion. 

In  Salvator,  the  imagination  is  vigorous,  the  compo- 
sition dexterous  and  clever,  us  in  the  St.  Jerome  of  the 
Brera  Gallery,  the  Diogenes  of  the  Pitti,  ng.  itBprewnoe. 
and  the  pictures  of  the  Guadagui  palace.  S™ j^*)"' xi'uui? 
All  are  rendered  valueless  by  coarseness  of  '"'"<"^ 
feeling  and  habitual  non-reference  to  nature. 

All  the  lauds(!ape  of  Nicolo  Poussin  is  imaginative, 
but  the  development  of  the  power  in  Tintoret  and  Titian 
is  so  unapproachably  intense  that  the  mind  unwillingly 
rests  elsewhere.  The  four  landscapes  which  occur  to  me 
as  the  most  magnificently  characteristic  are,  first,  the 
Flight  into  Egypt,  of  the  Seuola  di  San  Eoceo  (Tintoi-et ; ) 
secondly,  the  Titian  of  the  Camuccini  collection  at 
Rome,  with  the  figures  by  John  Bellini ;  thirdly,  Titian's 
St.  Jerome,  in  the  Brera  Gallery  at  Milan ;  and  fourthly, 
the  St.  Pietro  Martire,  which  I  name  last,  in  spite  of  its 
importance,  because  there  is  something  unmeaning  and 
unworthy  of  Titian  about  the  uudulation  of  the  trunks, 
and  the  upper  part  of  it  is  destroyed  by  the  intrusion 
of  some  dnimatic  clouds  of  that  species  which  I  have 
enough  described  in  our  former  examination  of  the  cen- 
tral cloud  region,  §  13. 

I  do  not  mean  to  set  these  four  works  above  the  rest 
of  the  landscape  of  these  masters :  I  name  them  only  be- 
cause the  landscape  is  in  them  prominent  and  character- 
istic. It  would  be  well  to  compare  with  them  the  other 
backgrounds  of  Tintoret  in  the  Scuola,  especially  that  of 
the  Temptation  and  the  Agony  in  the  Garden,  and  the 
landscape  of  the  two  large  pictures  in  the  church  of  La 
Madonna  dell'  Orto. 
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But  for  immediate  nnd  close  illustrstioD,  it  is  perhaps 
beat  to  refer  to  n  work  more  accessible,  the  Cephalus  and 
Procris  of  Turner,  in  Liber  Studiomm. 
I  know  of  no  land8cai>e  more  purely  or 
magnificently  imaginative  or  bearing  more  distinct  evi- 
dence of  the  relative  and  simultaneous  conception  of  the 
parts.  Let  the  reader  fii'st  cover  with  his  hand  the  two 
trunks  that  rise  against  the  sky  on  the  rig-ht,  and  ask 
himself  how  any  termination  of  the  central  mass  so  ugl^ 
as  the  straight  trunk  which  he  will  then  painfully  see, 
could  have  been  conceived  or  admitted  without  aimol- 
taneous  conception  of  the  trunks  he  has  taken  away  on 
the  right  1  Let  him  again  conceal  the  whole  centra) 
mass,  and  leave  these  two  only,  and  again  ask  himself 
whether  anything  so  ugly  as  that  bare  trunk  in  the 
shape  of  a  T,  could  have  been  admitted  without  refer- 
ence to  the  central  mass  T  Then  let  him  remove  from 
this  trunk  its  two  aims,  aud  try  the  effect ;  let  him  again 
remove  tlje  single  trunk  on  the  extreme  right ;  then  let 
him  try  the  third  trunk  without  the  excrescence  at  the 
bottom  of  it ;  finally,  let  him  conceal  the  fourth  trunk 
from  the  right,  with  the  slender  boughs  at  the  top; 
he  will  fiud  in  each  case  that  he  has  destroyed  a  feat- 
ure on  which  everything  else  depends,  and  if  proof 
be  required  of  the  vital  power  of  still  smaller  feat- 
ures, let  him  remove  the  snubeara  that  comes  through 
beneath  the  faiut  mass  of  trees  on  the  hill  in  the  dis- 
tance.* 

It  is  useless  to  enter  into  farther  particulars:  the 
reader  may  be  left  to  his  own  close  examination  of  this 
and  of  the  other  worlcs  of  Turner,  in  which  he  will 
always  find  the  associative  imagination  developed  in  the 
most  profuse  and  marvellous  modes,  especially  in  the 
drawing  of  foliage  and  skies,  in  both  of  which  the  pres- 

•Thia  ray  of  liglit,  however,  lias  an  imaginHtivo  power  of  another 
Mud  presently  to  be  spoken  of.    Compare  Chap.  IV.  §  18. 
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ence  or  absence  of  the  associative  power  may  best  be 
tested  in  all  artists.  I  have,  howeyer,  confined  my  pres- 
ent illustrations  chiefly  to  foliage,  liecause  other  opera- 
tions of  the  imagination  besides  the  associative,  inter- 
fere extensively  in  the  treatment  of  sky. 

There  remains  but  one  question  to  be  determined  re- 
lating- to  this  faculty,  what  operation,  namely,  suppos- 
ing it  possessed  in  high  degree,  it  has  or 
ought  to  have  in  the  artist's  ^eatment  of  __ 
natural  scenery.  to''SJ^"'  ™p"' 

I  have  just  said  that  nature  is  always 
imaginative,  but  it  does  not  follow  that  her  imagination 
is  always  of  high  subject,  or  that  the  imagination  of  all 
the  parts  is  of  a  like  and  sympathotic  kind ;  the  boughs 
of  every  bramble  bush  are  imagiuatively  arranged,  so 
are  those  of  every  oak  and  cedar;  but  it  doe«  not  follow 
that  there  is  imaginative  sympathy  between  bramble 
and  cedar.  There  are  few  natural  scenes  whose  hai-mo- 
nies  are  not  conceivably  improvable  either  by  banish- 
ment of  some  tliscordant  point,  Or  by  addition  of  some 
sympathetic  one ;  it  constantly  happens  that  there  is  a 
profuseness  too  great  to  be  comprehended,  or  an  ine- 
quality in  the  pitch,  meaning,  and  intensity  of  different 
parts.  The  imagination  will  bauish  all  that  is  extrane- 
ous, it  will  seize  out  of  the  many  threads  of  different 
feeling  which  nature  has  suffered  to  become  entangled, 
one  only,  and  wht;ro  that  seems  thin  and  likely  to  break, 
it  will  spin  it  stouter,  and  in  doin^  this,  it  never  knots, 
but  weaves  in  the  new  thread,  so  that  all  its  work  looks 
as  pure  and  true  as  nature  itself,  and  cannot  bo  guessed 
from  it  but  by  its  exceeding  simplicity  {known  from  it, 
it  cannot  be),  so  that  herein  we  find  another  test  of  the 
imaginative  work,  tliat  it  looks  always  as  if  it  had  been 
gathered  straight  from  nature,  whereas  the  unimagina- 
tive shows  its  joints  and  knots,  and  is  visibly  composi- 
tion. 
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And  here  tlion  we  arriTe  at  an  importaot  concltisioD 
(though  one  somewhat  contrary  to   the  positions  com- 
Thfl  Bienof    "noniy  held  on  the  subject),  namely,  that  il 


We  frequently  hear  works  that  have  no  truth  in  them, 
justified  or  elevated  on  the  score  of  being  imag-inative. 
Let  it  be  uuderetood  once  for  all,  that  imagination  never 
designs  to  touch  anything  but  truth,  and  though  it  does 
not  follow  that  where  there  is  the  ai>pcarance  of  trath, 
there  has  been  imaginative  operation,  of  this  we  may  be 
assured,  that  where  there  is  appearance  of  falsehood,  the 
imagination  has  had  no  hand.* 

For  instance,  the  landscape  above  mentioned  of  Ti- 
tian's St.  Jerome  may,  for  aught  I  know,  be  a  pure  tran- 
Bcript  of  a  rocky  slopo  covered  with  chestnuts  among  his 
native  mountains.  It  has  all  tlie  look  of  a  sketch  from 
nature ;  if  it  be  not,  the  imagination  developed  in  it  is 
of  the  highest  order ;  if  it  be,  the  imagination  has  only 
acted  in  the  snggeatiou  of  the  dark  sky,  of  the  ghape  of 
the  flakes  of  solemn  cloud,  and  of  the  gleam  of  russet 
light  along  the  ilistant  ground-f 

Again,  it  is  impossible  to  tell  whether  the  two  nearest 
trunks  of  the  jEsacus  and  Hesperie  of  the  Liber  Studi- 
orum,  especially  the  large  one  on  the  right  with  the  iw, 
have  been  invented,  or  taken  straight  from  nature,  they 
have  all  the  look  of  accurate  portraiture.  I  can  hardly 
imagine  anything  so  perfect  to  have  been  obtained  ex- 

•Compare  Chap.  III.  §  30. 

f  It  U  said  at  Venice  that  Titian  took  the  trees  of  the  St.  PIctro 
Maiiire  out  of  bis  garden  opposite  Muraiio.  I  think  this  unlikely ; 
there  is  something  atiout  the  lower  trunks  that  has  a  Inint  of  conjpo- 
sltloD  :  the  thought  of  the  whole,  however,  h  thoroughly  fine.  The 
hackgrouuds  of  the  frescoes  at  Padua  are  also  verj  characteristic,  and 
the  well-known  woodcut  of  S(.  Francis  receiving  the  stigmata,  one  of 
the  mightiest  of  existing  landscape  thoughts  ;  and  yet  It  is  pure  por- 
traiture of  pine  and  Spauieli  chestnut. 
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cept  from  the  real  thing ;  but  we  know  that  the  imagina- 
tion must  have  begun  to  operate  somewhere,  we  cannot 
tell  where,  since  the  multitudinous  harmonies  of  the  rest 
of  the  picture  could  hardly  in  any  real  scene  have  con- 
tinued so  inviolately  sweet. 

The  final  tests,  therefore,  of  the  work  of  associative  im- 
agination are  its  intense  simplicity,  its  perfect  harmony, 
and  its  absolute  truth.  It  may  be  a  harmony,  majestic, 
or  humble,  abrupt,  or  prolonged,  but  it  is  always  a  gov- 
erned and  perfect  whole,  evidencing  in  all  its  relations 
the  weight,  prevalence,  and  universal  dominion  of  an 
awful,  inexplicable  Power;  a  chastising,  animating,  and 
disposing  Mind. 


OHAPTEE  m. 

OF  DfAGINATION   PENETRATIVE. 

Thub  far  we  have  been  defining  that  combining  opera- 
tion of  the  imagination,  which  appears  to  be  in  a  sort 
mechanical,  yet  takes  place  in  the  same  inexplicable 
1 1  imaginatton  ^^^^s,  whatever  be  the  order  of  concep- 
pen^tertiveiscon-    tion  Submitted  to  it,  though  I  chose  to 

earned    not   with  '  ° 

the  combining  but    illustrate  it  bv  its  dealings  with    mere 

apprehending    of  . 

tnmgB.  matter  before  taking  cognizance  of  any  no- 

bler subjects  of  imagery.  We  must  now  examine  the 
dealing  of  the  imagination  with  its  separate  conceptions, 
and  endeavor  to  understand  not  only  its  principles  of 
selection,  but  its  modes  of  apprehension  with  respect  to 
what  it  selects. 

When  Milton's  Satan  first "  rears  from  off  the  pool,  his 
mighty  stature,"  the  image  of  Leviathan  before  suggested 
. «    u«,.   ,     ^    ^ot  being  yet  abandoned,  the  effect  on  the 

18.    Mllton'sand      _  .       ,  -i      -i  -   ^i  i  n 

Dante'e    dewrip-    firewave  IS  described  as  of  the  upheaved 

tion  of  flame.  *  n 

monster  on  the  ocean  stream. 

*'  On  each  hand  the  flames, 
Driven  backwards,  slope  their  pointing  spires,  and  rolled 
In  billows,  leave  in  the  midst  a  horrid  vale." 

And  then  follows  a  fiercely  restless  piece  of  volcanic 
imagery: 

**  As  when  the  force 
Of  subterranean  wind  transports  a  hill 
Torn  from  Pelorus,  or  flie  shattered  side 
Of  thundering  ^tna,  whose  combustible 
And  fuell'd  entrails  thence  conceiving  fire, 
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Bublimed  tilth  mineral  fury,  aid  tlie  windB. 

And  leave  &  singed  boltoni,  all  involved 

With  alench  and  smoke ;  such  resting  found  the  BOle 

Of  unblesi  feet" 

Tet  I  think  all  this  is  too  far  detailed,  and  deals  too 
much  with  externals;  we  feel  rather  the  form  of  the  fii-e- 
waves  than  their  fury,  we  walk  upon  them  too  securely, 
and  the  fuel,  sublimation,  smoke,  and  singeing,  seem  to 
me  images  only  of  partial  combuation ;  they  vary  and 
extend  the  conception,  but  they  lower  the  thermometer. 
Look  back,  if  you  will,  and  add  to  the  description  the 
glimmering  of  the  livid  flames;  the  sulphurous  hail  and 
red  lightning ;  yet  altogether,  however  they  overwhelm 
us  with  horror,  fail  of  making  us  thoroughly,  unendur- 
ably  hot.  The  intense  essence  of  flame  has  not  been 
^ven.    Now  hear  Dante  :— 

"  Feriami  '1  Sole  in  bu  romero  destro 
Che  gii  raggiandotuttorOccidente 
Miilava  in  bianoo  a»petto  di  ntttro. 
Ed  to  facea  con.  I'ombra  piu  iwento 
Parer  lajlamma." 

That  is  a  slight  touch  ;  ho  has  not  gone  to  ^tna  nor 
Pelorus  for  fuel ;  but  we  shall  not  soon  recover  from  it- 
he  has  taken  our  breath  away  and  loaves  U8  gasping. 
No  smoke  nor  cinders  there.  Pure,  white,  hurtling, 
formless  flame;  very  fire  crystal,  we  cannot  make  spires 
nor  waves  of  it,  nor  divide  it,  nor  walk  on  it,  there  is  no 
question  about  singeing  soles  of  feet.  It  is  lambent  an- 
nihilation.    . 

Such  is  always  the  mode  in  which  the  highest  imagina- 
tive faculty  seizes  its  materials.  It  never  stops  at  crusts 
or  ashes,  or  outward  images  of  any  kind,  it  1 3_  ti,^  imggtns- 
ploughs  them  all  aside,  and  plunjj-es  into  hy"^'^.^! 
the  very  central  fiery  heart,  nothing  else  i^"'* 
will  content  its  spirituality,  whatever  semblances  and 
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various  outward  sliows  and  phases  its  sabject  may  pos- 
sess, go  for  nothing,  it  gets  within  all  fence,  cuts  dowii  to 
the  root,  and  drinks  the  very  vital  sap  of  that  it  deals 
with  i  once  there  it  is  at  liberty  to  throw  up  what  new 
shoots  it  will,  8o  always  that  the  true  juice  and  sap  be  in 
them,  and  to  pi-une  and  twist  them  at  its  ple^anre,  and 
bring  them  to  fairer  fruit  than  grew  on  the  old  tree ;  bnt 
all  this  pniuing  and  twisting  is  work  that  it  likes  not, 
and  often  does  ill ;  its  function  and  gift  oxe  the  getting 
at  the  i-oot,  its  nature  nnd  dignity  depend  on  its  holding 
things  always  by  the  heart.  Take  its  hand  from  off  the 
beating  of  that,  and  it  will  prophesy  no  longer  i  it  looks 
not  in  the  eyes,  it  judges  not  by  the  voice,  it  describes 
not  by  outward  featui-es,  all  that  it  affirms,  jmlges,  or 
describes,  it  atlirms  fium  within. 

It  may  seem  to  the  reader  that  I  am  incorrect  in  call- 
ing this  penetrating,  possession -taking  facidty,  imagina- 
tion. Be  it  BO,  the  name  is  of  little  conse- 
tiwi J  mnd  isiihoni  quence ;  the  faculty  itself,  caUed  by  what 
name  we  will,  I  insist  upon  as  the  hijrhest 
intellectual  power  of  man.  There  is  no  reasoning  in  it, 
it  works  not  by  algebra,  nor  by  integral  calculus,  it  is 
a  piercing,  Pholas-like  mind's  tongue  that  works  and 
tastes  into  the  very  rock  heart,  no  matter  what  be  the 
subject  submitted  to  it,  substance  or  spirit,  all  is  alike, 
divided  asunder,  joint  and  maiTow,  whatever  utmost 
truth,  life,  principle,  it  has,  laid  bare,  and  that  which  has 
no  truth,  life,  nor  principle,  dissipated  into  its  original 
smoke  at  a  touch.  The  whispers  at  men's  ears  it  lifts  in- 
to visible  angels.  Vials  that  have  lain  sealed  in  the  deep 
sea  a  thousand  years  it  imseals,  and  brings  out  of  them 
Genii. 

Every  gieat  conception  of  poet  or  painter  is  held  and 
treated  by  this  faculty.  Every  character  that  is  so  much 
as  touched  by  men  like  .Slschylus,  Homer,  Dante,  or 
t^kakspeare,  is  by  them  held  by  the  heart ;    and  every 
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circumstance  or  sentence  of  their  being',  speakiiijr,  or 
seemiug,  is  seized  by  procesa  from  within,  and  is  re- 
ferred to  that  inner  secret  spring  of  which  the  hold  is 
never  lost  tor  an  instant ;  so  that  every  sentence,  as  it 
has  been  thought  out  from  the  heart,  opens  for  us  a 
way  down  to  the  heart,  leads  us  to  the  centre,  and  then 
leaves  us  to  gather  what  more  we  may ;  it  is  the  open 
sesame  of  a  huge,  obscure,  endless  cave,  with  inex- 
haustible treasure  of  pure  gold  scattered  in  it :  the  wan- 
dering about  and  gathering  the  pieces  may  be  left  to 
any  of  us,  all  can  accomplish  that;  but  the  first  opening 
of  that  invisible  door  in  the  rock  is  of  the  imagination 
only. 

Hence  there  is  in  every  word  set  down  by  the  imagi- 
native mind  an  awful  under-current  of  meaning,  and  evi- 
dence and  shadow  upon  it  of  the  dee^i  ,j  stenBotiiin 
places  out  of  which  it  has  come.  It  is  of-  i™pD»Be- 
ten  obscure,  often  half  told,  for  he  who  wrote  it,  in  his 
clear  seeing  of  the  things  beneath,  may  have  been  impa- 
tient of  detailed  interpretation,  but  if  we  choose  to  dwell 
upon  it  and  trace  it,  it  will  lead  us  always  securely  back 
to  that  metropolis  of  the  soul's  dominion  from  which  we 
may  follow  out  all  the  ways  and  tracks  to  its  farthest 
coasts. 

I  think  the  "Quel  giomo  piu  non  vi  leggemmo 
avante"of  Francesca  di  Eimini,  and  the  "He  has  no 
children  "  of  Macduff,  are  as  fine  instances  as  can  be 
given,  but  the  sign  and  mark  of  it  are  visible  on  every 
line  of  the  four  gi'eat  men  above  instanced. 

The  imaginative  writer,  on  the  other  hand,  as  he  haa 
never  pierced  to  the  heart,  so  he  can  never  touch  it:  if  he 
has  to  paint  a  passion,  he  remembers  the 
external  signs  of  it,  he  collects  expressions  JmiiKiniition,  bo* 
of  it  from  other  writers,  he  searches  for 
similes,  he  composes,  exaggerates,  heaps  term  on  term, 
figure  on  figure,  till  we  groan  beneath    the  cold,  dis- 
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jointed  heap ;  but  it  is  all  fagot  and  no  fire,  the  life 
breath  is  not  in  it,  his  passion  has  the  form  of  the 
Leviathan,  but  it  never  makes  the  deep  boil,  he  fas- 
tens us  all  at  anchor  in  the  scaly  rind  of  it,  onr  sympa- 
thies remain  ae  idle  as  a  painted  ship  upon  a  pointed 
ocean. 

And  that  virtue  of  originality  that  men  so  strain  after, 
is  not  newness,  as  they  vainly  think,  (there  is  nothing 
new,)  it  is  only  genuineness ;  it  all  depends  on  this  sin- 
gle glorious  faculty  of  getting  to  the  spring  ot  things 
and  working  out  from  that ;  it  is  the  coolness,  and  clear- 
noBs,  and  deliciousness  of  the  water  fresh  from  the  fonn- 
tainhead, opposed  to  the  thick,  hot,  uurefreshiug:  drain- 
age from  other  men's  meadows. 

This  freshness,  however,  is  not  to  be  taken  for  an  in- 
fallible sign  of  imairination,  inasmuch  as  it  results  also 
from  a  vivid  opemtion  of  fancy,  whose  par- 
bcracvn  imaeiM-  allel  function  to  this  tlivision  of  the  imag- 
™  ""'^*  inative  faculty  it  is  hero  necessary  to  dis- 
tinguish. 

I  believe  it  will  be  found  that  the  entirely  tmimagina- 
tive  mind  sees  nothing  of  the  object  it  has  to  dwell  upon 
or  describe,  and  is  therefore  utterly  unable,  as  it  is  blind 
itself,  to  sot  anything  before  the  eyes  of  the  reader.* 

The  fancy  sees  the  outside,  and  is  able  to  give  a  por- 
trait of  the  outside,  clear,  brilliant,  and  full  of  detail.f 

The  imagination  sees  the  heart  and  inner  nature,  and 
makes  them  felt,  but  is  often  obscure,  mysterious,  and 
interrupted,  in  its  giving  of  outer  detail. 

Take  an  instance.  A  writer  with  neither  imagination 
nor  fancy,  describing  a  fair  lip,  does  not  see  it.  but 
thinks  about  it,  and  about  what  is  said  of  it,  and  calls  it 
welltiimed,  or  rosy,  or  delicate,  or  lovely,  or  afflicts  us 

•Compare  Arisl.  Rbet.  III.  11. 

fFiir  ibc  dlatiactlon  between  fancy  and  simple  conception.  bp« 
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with  some  other  queuching  and  chilliug  epithet.     Now 
hear  fancy  epeok, — 

"  Her  lips  were  red,  and  one  whs  thin, 
Compared  with  that  was  next  her  chin, 
Some  bee  liad  stung  it  newly."" ' 

The  real,  red,  bright  being  of  the  lip  is  there  in  a 
moment.  But  it  is  all  outside ;  no  expression  yet,  no 
mind.  Let  ua  go  a  at«p  farther  with  "Warner,  of  lair 
Kosamond  struck  by  Eleanor. 

"  With  tbat  Bhc  dashed  her  on  the  lips 
So  dyed  double  red  ; 
Hard  was  llie  heart  ttint  gave  the  blow. 
Soft  were  those  lips  that  bled." 

The  tenderness  of  mind  begins  to  mingle  with  the  ont- 
side  color,  the  imagination  \s  seen  in  its  awakening. 
Next  Shelley — 

"Lamp  of  life,  thy  lips  are  burning 
Through  the  veil  that  suurns  to  hide  them, 
As  the  radiant  lines  of  morning 
Through  thin  clouds,  ero  they  divide  them." 

There  dawns  the  entire  soul  in  that  morning ;  yet  we 
may  stop  if  we  choose  at  the  image  still  external,  at  the 

*  I  take  tijis  and  the  ne:(t  Instance  from  Leigh  Hunt's  admirable 
piece  of  crilieism,  "  Imagination  and  Fancy,"  which  ouglil  to  be  read 
with  cnrc,  and  to  which,  though  somewhat  loosely  arranged.  I  may 
refer  for  all  tlie  filling  up  and  illustraiioii  that  the  siiliject  requires. 
With  respect  to  what  has  just  been  said  respeeling  want  of  imagina- 
tion, compare  hia  crilicismof  Addison's  Cato,  p,  38,  I  cannot,  how- 
ever, confirm  his  judgment,  nor  admit  hia  selection  of  instances, 
among  painters  -  he  has  looked  to  their  manner  only  and  habitual 
choiee  of  subject,  without  feeling  their  power;  and  has  given  work 
to  the  oarseness.  mindlessness,^  and  eclecticism  of  Guido  and  the 
Carracci.  which  iu  its  poetical  demand  o(  tenderness  might  have 
foiled  Plnturlcchio  ;  of  dignity,  Leonardo ;  and  of  color,  Giorgloae. 
27 
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crimson  cloadfl.  The  imo^nation  is  contemplative  rather 
than  penetrative.    Litst,  hear  Htuulet, — 

"  Here  hun^  those  lips  that  I  have  kissed,  I  know  not 
how  oft.  Where  be  your  gibea  now,  your  gambols,  your 
song^s,  yonr  Bashes  of  merriment  that  were  wont  to  set 
the  table  on  a  roar  I  " 

There  is  the  essence  of  Up,  and  the  fall  power  of  the 
imagination. 

Again,  compare  Milton'n  flowers  in  Lyctdas  with  Per- 
dita's.  In  Milton  it  Imppens,  I  think,  generally,  and  in 
the  case  before  na  most  certainly,  that  the  imagination 
is  mixed  and  broken  with  fancy,  and  so  the  strength  of 
the  imagery  is  part  of  iron  and  part  of  clay, 

■■  Bring  Ihe  rallie  primrose,  that  forsaken  dies  (ImngiDHiIon) 

The  tuflcd  crow-toe,  nnd  pale  jessamiuc,  (NugnloiT) 
The  white  pink,  and  Ihe  pansy  freakeJ  willi  jet —  (Fancy) 

The  glowing  violel,  (Imagination) 

The  musti  roFW,  iinrt  the  well-allired  woodbine.  (Fttncy.  vulgar) 

With  cowslips  wan,  tliat  liang  the  pensive  head.  [Inutj^naXion) 

And  every  flower  llint  and  embroidery  weurB."  (Mixed) 


Then  hear  Perdita : — 

"O,  Proserpina, 
For  tbc  flowen  now,  lliai  frighted  thou  Ict'st  fall 
Prom  Dis'a  wngon.     Daffmlila 
That  roDie  before  tlie  iwaUow  dares,  and  take 
The  winds  of  March  with  butul;.     Violets,  dim. 
But  Hweeter  Ilian  the  lids  of  Juno's  eyes 
Or  Cyiherea'ft  breath ;  pnle  primroses 
That  die  unmarried,  ere  they  can  behold 
Bright  Plia>!iti«  In  his  strength,  a  mal&dy 
Most  Incident  to  nmlds." 


J 


Observe  how  the  imagination  in  these  last  lines  goes 
into  the  very  inmost  soul  of  every  flower,  after  having 
toiiclied  them  all  at  first  with  that  heavenly  timidness, 
the  shadow  of  Proserpine's ;  and  gilded  them  with  celes- 
tial gathering,  and  never  stops  on  their  spots,  or  their 
bodily  shape,  while  Milton   sticks  in  the  stains  npou 
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them,  and  puts  hb  off  with  that  unhappy  freak  of  jet  in 
the  very  flower  that  without  this  bit  of  paper-staining 
would  have  been  the  most  precious  to  us  of  all.  "  There 
is  pansies,  that's  for  thoughts." 

So  I  believe  it  will  be  found  throughout  the  operation 
of  tlie  fancy,  that  it  has  to  do  with  the  outsides  of  things, 
and  is  content  therewith :  of  this  there  can 
be  no  doubt  in  such  passages  as  that  de-    involved  wta  im- 
scriptiou   of  Mab,  so  often   given   as  an  °^ 

illustration  of  it,  and  many  other  instances  will  be  found 
in  Leigh  Hunt's  work  already  referred  to.  Only  some 
umbarrassment  is  caused  by  passages  in  which  fancy  is 
seizing  the  outwaixi  signs  of  emotion,  underetandiug 
them  as  such,  and  yet,  in  pursuance  of  her  proper  func- 
tion, taking  for  her  share,  and  for  that  which  she  chooses 
to  dwell  upon,  the  outside  sign  rath«r  than  the  emotion. 
Mote  in  Macbeth  that  brilliant  instance. 


The  outward  shiver  and  coldness  of  fear  is  seized  on, 
and  irregularly  but  admiralily  attributed  by  the  fancy  to 
the  drift  of  the  banners.  Compare  Holoraon's  Song  where 
the  imagination  stays  not  at  the  outside,  but  dwells  on 
the  tearful  emotion  itself. 

"  Who  is  she  tlial  looked  forth  as  the  moraiug  ;  fairns  the  moon, 
clear  ns  the  hud.  and  terrible  oa  nil  army  with  banners  ?  " 

Now,  if  this  be  the  prevailing  characteristic  of  the 
two  faculties,  it  is  evident  that  certain  other  collateral 
differences  will  result  from  it.  Fancy,  as  ,  ,  fbdcj  i* 
she  stays  at  the  externals,  can  never  feel,  uew'™'™"- 
She  ia  one  of  the  hardest  hearted  of  the  intellectual 
faculties,  or  rather  one  of  the  most  purely  and  simply  in- 
tellectual.    She  cannot  be  made  serious,*  no  edge-tools 

•  Fancy,  in  lier  third  function  mny,  how«vor,  become  serious,  and 
graduailj-  rise  Into  imagination  in  doing  so.     Compare  Chap.  IV.  %  S. 
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but  she  will  play  with ;  whereas  the  imagination  is  in 
all  thingrs  the  reverse.  She  cannot  bo  but  serious;  she 
sees  too  far,  too  darkly,  too  soleniuly,  too  earnestly,  ever 
to  smile.  There  is  something  in  the  heart  of  everj-thinp, 
if  we  con  rofuih  it,  that  we  shall  not  be  inclined  to  laugh 
at.  The  ^rrfptdnav  yiAaitfia  of  the  BBS  IS  on  its  surface,  not 
in  the  deep. 

And  thus  there  is  reciprocal  action  between  the  inten- 
sity of  moral  feeling-  and  the  power  of  imagination;  for, 
I  10.  Wboi  ot  oil  the  one  hand,  those  who  have  keenest 
KJ'^hi^  tn'^  sympathy  are  those  who  look  closest  and 
tbe  prownc  lime,  pierce  deepest,  and  hold  securest  i  and,  on 
the  other,  those  who  have  so  pierced  and  seen  the  melan- 
choly deeps  of  things,  are  filled  with  the  most  intense 
passion  and  gentleness  of  sympathy.  Hence,  I  snppose 
that  the  powers  of  the  imagination  may  always  be  tested 
by  accompanying  tenderuess  of  emotion,  and  thus,  (as 
Byron  said,)  there  is  no  tenderness  like  Dante's,  neither 
any  intensity  nor  seriousnesB  like  his,  such  seriousness 
that  it  is  incapable  uf  perceiving  that  which  is  cooimou- 
place  or  ridiculous,  but  fuses  all  down  into  its  white-hot 
fire ;  and,  on  the  other  hand,  I  suppose  the  chief  bar  to 
the  action  of  imagination,  and  stop  to  all  gi'eatness  in 
this  present  age  of  ours,  is  its  mean  and  shallow  love  of 
jest  and  jeer,  so  that  if  there  be  in  any  good  and  lofty 
work  a  flaw  or  failing',  or  undipped  %TiInerable  part  where 
sarcasm  may  stick  or  stay,  it  is  caught  at,  and  pointed 
at,  and  buzzed  about,  and  fixed  upon,  and  stung-  into,  as 
a  recent  wound  is  by  flies,  and  nothing  is  ever  taken 
seriously  nor  as  it  was  meant,  but  always,  if  it  may  be, 
turned  the  wrong  way,  and  misunderstood;  and  while 
this  is  8o,  there  is  not,  nor  cannot  be  any  hope  of  achieve- 
ment  of  high  thinga :  men  dare  not  open  their  hearts  to 
us,  if  wo  are  to  broil  them  on  a  thorn-fire. 

Tliis.  tlien.  is  one  essential  difierence  between  ima^na- 
tion  and  fancy,  and  another  is  like  it  and  resultant  from 
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it,  that  the  imagination  being  at  the  heart  of  things, 
poises  herself  there,  and  is  still,  qniet,  and  brooding ; 
comprehending  all  around  her  with  her 
hxed  look,  but  the  fancy  staying  at  the  oon'  1b  quiet; 
outside  of  things,  cannot  see  them  all  at 
once,  but  runs  hither  and  thither,  and  round  and  about 
to  see  more  and  more,  boumling  menily  from  point  to 
point,  and  glittering  here  and  there,  but  necessarily 
always  settling,  if  she  settla  at  all,  on  a  point  only,  never 
embracing  the  whole.  And  from  these  single  points  she 
can  strike  out  analogies  and  catch  resemblances,  which, 
BO  far  as  the  point  she  looks  at  iB  concerned,  are  true, 
but  would  be  false,  if  she  could  see  through  tt»  the  other 
side.  This,  however,  she  cares  not  to  do,  the  point  of 
contact  is  enough  for  her,  and  even  if  there  be  a  gap  left 
between  the  two  things  and  they  do  not  quite  touch,  she 
will  spring  fron^  one  to  the  other  like  an  electric  spark, 
and  be  seen  brightest  in  her  leaping. 

Now  these  differences  between  the  imagination  and 
the  fancy  hold,  not  only  iu  the  way  they  lay  hold  of 
separate  conceptions,  but  even  in  the 
pomts  they  occupy  of  time,  for  the  fancy  m  operation  ot 
loves  to  run  hither  and  thither  in  time, 
and  to  follow  long  chains  of  circumstances  from  link  to 
link;  but  the  imagination,  if  it  may,  gets  hold  of  a  mo- 
ment or  link  in  the  middle  that  implies  all  the  rest,  and 
fastens  there.  Hence  Fuseli's  aphorism,  "Invention 
never  suffers  the  action  to  expire,  nor  the  spectator's 
fancy  to  consume  itself  in  preparation,  or  stagnate  into 
repose.  It  neither  begins  from  the  egg,  nor  coldly 
gatliers  the  remains." 

In  Retsch's  illustrations  to  Schiller's  Kampf  mit  dem 
Drachen,  we  have  an  instance,  miserably  feeble  indeed, 
but  characteristic,  and  suited  to  our  present  purpose,  of 
the  detailing,  finishing  action  of  the  fancy.  The  dragon 
is  drawn  from  head  to  tail,  voltore  eyes,  serpent  teeth, 
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forked  tongue,  fiery  crest,  armor,  claws,  and  coils  as  {grisly 
a&  may  bo :  bia  deu  is  ilrun~u,  anil  all  the  dead  boues  in 
it,  and  all  tlio  savage  forest-oouutry  about  it  fur  and 
wide;  we  haye  liim  from  the  beginning  of  his  career  to 
the  end,  devonring,  rampant,  victorious  over  whole 
armies,  gorgeil  with  death;  we  are  present  at  all  the 
preparations  for  his  attack,  see  him  receive  his  death- 
wound,  and  our  anxieties  are  finally  becalmed  by  seeing!' 
him  lie  peaceably  dead  on  his  back. 

All  the  time  we  liavo  never  got  into  the  dragon  heart. 
we  have  never  once  telt  real  pervading  horror,  nor  sense 
of  the  creature's  being ;  it  is  throughont 
eeMi'n,  <>[  <iw  in>-  nothing  Ijut  an  ugly  composition  of  claw 
and  scale.  Now  t-ake  up  Turner's  Jason, 
Liber  Studiorum,  and  observe  how  the  imagination  can 
concentrate  all  tliis,  and  infinitely  more,  into  one  moment. 
No  far  forest -country,  no  secret  paths,  nor  cloven  hills, 
nothing  but  a  gleam  of  pale  horizontal  sky,  that  broods 
over  pleasant  places  far  away,  and  sends  in,  through  the 
wild  overgrowth  of  the  thicket,  a  ray  of  Ijroken  daylight 
into  the  hopeless  pit.  No  flaunting  plumes  nor  bran- 
dished lances,  but  stern  purpose  in  the  turn  of  the  crest- 
less  helmet,  visible  victory  in  the  tlrawing  hack  of  the 
prepared  right  arm  behind  the  steady  point.  No  more 
claws,  nor  teeth,  nor  msines,  nor  stinging  tails.  We  have 
the  dragon,  like  ever\-thing  else,  by  the  middle.  We 
need  see  no  more  of  him.  Ml  his  horror  is  in  that  fear- 
ful, slow,  grinding  upheaval  of  the  single  coil.  Spark 
after  spark  of  it,  ring  after  ring,  is  sliding  into  the 
light,  the  slow  glitter  steals  along  him  step  by  step, 
broader  and  broader,  a  lighting  of  funeral  lamps  one 
by  one,  quicker  and  quicker ;  a  moment  more,  and  he 
is  out  upon  us.  all  crash  and  blaze  among  those  broken 
trunks; — but  he  will  be  nothing  then  to  what  he  is 
now. 

Now,  it  is  necessary  here  very  carefully  to  distinguish 
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between  that  character  of  the  work  which  depends  on 
the  imagiiiatiou  of  the  beholder,  and  that  which  results 
from  the  imagination  of  the  artist,  for  a  i  u.  Ttig  sog- 
work  ia  often  called  imaginative  when  it  ^^^^Tlo  ^Z 
merely  leaves  room  for  the  action  of  the  ™"^" 
imagination ;  whereas  though  nearly  all  imaginative 
worka  do  this,  yet  it  may  be  done  also  by  works  that 
have  in  them  no  imagination  at  all.  A  few  shapeless 
scratches  or  accidental  stains  on  a  wall ;  or  the  fonns  of 
clouds,  or  any  other  complicated  accidents,  will  set  the 
imagination  to  work  to  coin  something  out  of  them,  and 
all  paintings  in  which  there  is  much  gloom  or  mj'stery, 
possess  therein  a  certain  sublimity  owing  to  the  play 
given  to  the  beholder's  imaginatioQ,  without,  necessarily, 
being  in  the  slightest  degree  imaginative  themselves. 
The  vacancy  of  a  truly  imaginative  work  results  not  from 
absence  of  ideas,  or  incapability  of  grasping  and  detail- 
ing them,  but  from  the  painter  having  told  the  whole 
pith  and  power  of  his  subject  and  disdaining  to  tell 
more,  aud  the  sign  of  this  being  the  case  is,  that  the 
imagination  of  the  beholder  is  forced  to  act  in  a  certain 
mode,  and  feels  itself  overpowered  and  borne  away  by 
that  of  the  painter,  and  not  able  to  defend  itself,  nor  go 
■which  way  it  will,  and  the  value  of  the  work  depends  on 
the  truth,  authority,  and  inevitability  of  this  suggestive- 
ness,  aud  on  the  absolute  right  choice  of  the  critical 
moment.  Now  observe  in  this  work  of  Turner's,  that  the 
whole  value  of  it  depends  on  the  character  of  curve  as- 
sumed by  the  serpent's  body ;  for  had  it  been  a  mere 
semicircle,  or  gone  down  in  a  series  of  smaller  coils,  it 
would  have  been  in  the  first  case,  ridiculous,  as  false  and 
unlike  a  serpent,  and  in  the  second,  disgusting,  nothing 
more  than  an  exaggerated  viper ;  but  it  is  that  coining 
.straight  at  the  right  hand  which  suggests  the  drawing 
forth  of  an  enormous  weight,  and  g;ives  the  bent  part  its 
springing  look,  that  frightens  us.     Again,  remove   the 
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light  trunk  •  on  the  left,  anj  observe  how  useless  all  the 
gloom  of  the  picture  would  hare  been,  if  this  tnmk  had 
not  given  it  depth  and  hoUotcnesa.  Finally  and  chiefly, 
observe  that  tho  paiuter  is  not  satisfied  even  with  aJJ  the 
suggest! ven ess  thus  obtained,  but  to  make  sure  of  as, 
and  force  us,  whether  we  will  or  no,  to  walk  his  way,  and 
not  ours,  the  trunks  of  the  trees  on  the  right  are  all 
cloven  into  yawning  and  WTithiug  heads  and  bodies,  and 
alive  with  di-agon  energy  all  about  us,  note  especially 
the  nearest  with  its  gapuig  jaws  and  claw-like  branch  at 
the  seeming  shoulder;  a  kind  of  suggestion  which  iu  it. 
self  is  not  imaginative,  but  merely  fanciful,  (using-  the 
term  fancy  in  that  third  sense  not  yet  explained,  corre- 
sponding to  the  third  office  of  imagination ;)  but  it  is  im- 
aginative ill  its  present  use  and  application,  for  the 
painter  addi-essea  thereby  that  morbid  and  fearful  condi- 
tion of  mind  which  he  has  endeavored  to  excite  in 
the  spectator,  and  which  iu  reality  would  have  seen  in 
every  trunk  and  bough,  as  it  penetrated  into  the  deeper 
thicket,  the  object  of  its  terror. 

It  is  nevertheless  evident,  that  however  suggestive  the 
work  or  picture  may  be,  it  cannot  have  effect  unless  we 
imKhmti  ""^  ourselves  both  watchful  of  its  every 
«ddrMM*lt»cif  [o  hint,  and  capable  of  understanding  and  car- 
r^'iiig  it  out,  and  although  I  think  that  this 
power  of  continuing  or  accepting  the  direction  of  feeling 
given  is  less  a  peculiar  gift,  like  that  of  the  original 
seizing,  than  a  faculty  dependent  on  attention,  and  im- 
provable by  cultivation  ;  yet,  to  a  certain  extent,  the  im- 
aginative work  will  not,  I  think,  be  rightly  esteemed  ex- 
cept by  a  mind  of  sonae  corresponding  power  \  not  but 
that  there  is  an  intense  enjoyment  in  minds  of  feeble  yet 
light  conception  in  the  help  and  food  they  got  from  those 
of  stronger  thought ;  but  a  certain  imaginative  suscepti- 

*  I  am   describing  from   a  proof :  la  bad  impressions  tLIs  iruok  is 
darkened. 
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bility  is  at  any  rate  necesaary,  and  above  all  things, 
eamestDess  and  feeling,  so  tlmt  assuredly  a  work  of  high 
conceptive  dignity  will  be  always  incomprehensible  and 
valueless  except  in  those  who  go  to  it  in  earnest  and  give 
it  time;  and  this  is  peculiarly  the  case  when  the  im- 
agination acta  not  merely  on  the  immediate  subject,  nor 
in  giving  a  fanciful  and  peculiar  charaiiter  to  prominent 
objects,  as  we  have  juat  seen,  but  "busies  it-  iiii!iuit«i(mB.ihe 
self  throughout  in  expressing  occult  and    ""  morct. 

far-sought  sympathies  in  every  minor  detail,  of  which  ac- 
tion the  most  sublime  instances  are  found  in  the  works 
of  Tintoret,  whose  intensity  of  imagination  is  such  that 
there  is  not  the  commonest  subject  to  which  he  will  not 
attach  a  range  of  suggestiveness  almost  limitless,  nor  a 
stone,  leaf,  or  shadow,  nor  anything  so  small,  but  he  will 
give  it  meaning  and  oracular  voice. 

In  the  centre  of  the  gallery  at  Parma,  there  is  a  canvas 
of  Tintoret's,  whose  sublimity  of  conception  and  gran- 
deur of  color  are  seen  in  the  highest  per-  no.  The  eb- 
fection,  by  their  opposition  to  the  morbid  i*™'™*™'- 
and  vulgar  sentimentaliam  of  Correggio.  It  is  an 
Entombment  of  Christ,  with  a  landscape  distance,  of 
whose  technical  composition  and  details  I  shall  have 
much  to  say  hereafter,  at  present  I  speak  only  of  the 
thought  it  is  intended  to  convey.  An  ordinary  or  un- 
imaginative painter  would  have  made  prominent,  among 
his  objects  of  landscape,  such  as  might  naturally  be  sup- 
posed to  have  been  visible  from  the  sepulchre,  and  shown 
with  the  crosses  of  Calvary,  some  portion  of  Jerusalem, 
or  of  the  Valley  of  Jehoshaphat.  But  Tintoret  has  a  far 
higher  aim.  Dwelling  on  the  peculiar  force  of  the  event 
before  him,  as  the  fulfilment  of  the  final  prophecy  re- 
specting the  passion,  "He  made  his  grave  with  the 
wicked,  and  with  the  rich  in  his  death,"  he  desires  to 
direct  the  mind  of  the  spectator  to  this  receiving  of  the 
body  of  Christ,  in  its  contraatwith  the  houseless  birth 
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and  the  desert  life.  And,  therefore,  behind  the  g'hastlj' 
tomb-grass  that  shakes  its  black  and  withered  blades 
above  the  rocks  of  the  sepulchre,  there  is  seen,  not  the 
actual  material  distance  of  the  spot  itself,  (though  the 
crosses  are  shown  faintly,)  but  that  to  which  the  thought- 
ful spirit  would  return  in  vision,  a  desert  place,  where 
the  foxes  have  holes  and  the  birds  of  the  air  have  nests, 
and  against  the  barred  twilight  of  the  melancholy  sky 
are  seen  the  mouldering  beams  and  shattered  roofing  of 
a  ruined  cattle-shed,  the  canopy  of  the  nativity. 

Let  us  take  another  instance.  No  subject  has  been 
more  frequently  or  exquisitely  treated  by  the  religious 
1 17.  The  Annan-  P^^^s  than  that  of  the  Annunciation, 
ci«"o°-  though  as  usual,  the  most  perfect  type  of 

its  i>ure  ideal  has  been  given  by  Angelico,  and  by  him 
with  the  most  radiant  consummation  (so  far  as  I  know) 
in  a  small  reliquary  in  the  sacristy  of  St<^.  Maria  Novel- 
la. The  background  there,  however,  is  altogether  deco- 
rative ;  but  in  the  fresco  of  the  corridor  of  St.  Mark's, 
the  concomitiint  circupistances  are  of  exceeding  loveli- 
ness. The  Virgin  sits  in  an  open  loggia,  resembling 
that  of  the  Florentine  church  of  L'Annunziata.  Before 
her  is  a  meadow  of  rich  herbage,  covered  with  daisies. 
Behind  her  is  seen,  through  the  door  at  the  end  of  the 
loggia,  her  chamber  with  its  single  grated  window, 
through  which  a  star-light  beam  of  light  falls  into  the 
silence.  All  is  exquisite  in  feeling,  but  not  inventive 
nor  imaginative.  Severe  woiild  be  the  shock  and  jiain- 
ful  the  contrast,  if  we  could  pass  in  an  instant  from  that 
pure  vision  to  the  wild  thought  of  Tintoret.  For  not  in 
meek  reception  of  the  adoring  messenger,  but  startled 
by  the  rush  of  his  horizontal  and  rattling  wings,  the  Vir- 
gin sits,  not  in  the  quiet  loggia,  not  by  the  gi-een  past- 
ure of  the  restored  soul,  but  houseless,  imder  the  shelter 
of  a  palace  vestibule  ruined  and  abandoned,  with  the 
noise  of  the  axe  and  the  hammer  in  her  ears,  and  the  tu- 
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mnlt  of  a  city  round  about  her  desolation.  The  specta- 
tor turns  away  at  first,  revolted,  from  the  central  object 
of  the  picture,  forced  painfully  and  coarsely  forward,  a 
mass  of  shattered  brickwork,  with  the  plaster  mildewed 
away  from  it,  and  the  mortar  mouldering  from  its  seams ; 
and  if  he  look  again,  either  at  this  or  at  the  carpenter's 
tools  beneath  it,  will  perhaps  see  in  the  one  and  the 
other,  nothing  more  than  such  a  study  of  scene  as  Tin- 
toret  could  but  too  easily  obtain  among:  the  ruina  of  his 
own  Venice,  chosen  to  give  a  coarse  explanation  of  the 
calling  and  the  condition  of  the  husband  of  Mary.  But 
there  is  more  meant  thaai  this.  "When  he  looks  at  the 
composition  of  the  picture,  he  will  find  the  whole  sym- 
metry of  it  depending  on  a  narrow  line  of  light,  the  edge 
of  a  carpenter's  square,  which  connects  these  unused  tools 
with  an  object  at  the  top  of  the  brickwork,  a  white  stone, 
four  square,  the  corner-stone  of  the  old  edifice,  the  base 
of  its  supporting  column.  This,  I  think,  sufficiently  ex- 
plains the  typical  character  of  the  whole.  The  ruined 
house  is  the  Jewish  dispensation,  that  obscurely  arising' 
in  the  dawning  of  the  sky  is  the  Christian ;  but  the  cor- 
ner-stone of  the  old  building  remains,  though  the  build- 
er's tools  lie  idle  beside  it,  and  the  stone  which  the  build- 
ei-s  refused  is  become  the  Headstone  of  the  comer. 

In  this  picture,  however,  tho  force  of  the  thought 
hardly  atones  for  the  painfulness  of  the  scene  and  the 
turbulence  of  its  feeling.  The  power  of  ii^.  TheB«pBiim 
the  master  is  more  strikingly  shown  in  his  f^u^^b,,^ 
treatment  of  a  subject  which,  however  im-  qu»  [""Hiion- 
portant,  and  however  deep  in  its  meaning,  supplies  not 
to  the  ordinary  painter  material  enough  ever  to  form  a 
picture  of  high  interest ;  the  B»ptism  of  Christ.  From 
the  purity  of  Giotto  to  the  intolerable,  inconceivable 
brutality  of  Salvator,*  every  order  of  feeling  has  been 

*  Tlie  piclure  is  in  the  Guadagni  palace     II  is  one  of  llie  most  im- 
[wrtQiit  InndBcapes  Bolvator  ever  poiiLted.     Tlie  figures  tire  Kludled 
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displayed  in  its  treatment :  but  I  am  aware  of  no  single 
case,  except  this  of  which  I  am  about  to  speak,  in  which 
it  has  formed  an  impresaiTe  feature. 

Giotto's,  in  the  Academy  of  Florence,  engraved  in  the 
series  just  published,  (Galleris  delle  belle  Arti,)  is  one  of 
the  most  touching  I  know,  especially  in  the  reverent  ac- 
tion of  the  attendant  augels,  and  Leonardo's  angel  in 
that  of  Andrea  del  Terrocchio  is  very  beautifid,  but  the 
event  is  one  whose  character  and  importance  are  inef- 
fable upon  the  features:  the  descending  dove  hardly 
affects  UB,  liecause  its  constant  symbolical  occurrence 
hardens  us,  and  makes  na  look  on  it  as  a  mere  type  or 
letter,  instead  of  the  actual  presence  of  the  Spirit ;  and 
by  all  the  sacred  painters  the  power  that  might  be  put 
into  the  landscape  is  lost,  for  though  their  use  of  foliage 
and  distant  sky  or  mountain  is  usually  very  admirable, 
as  we  shall  see  in  the  fifth  chapter,  yet  they  cannot  deal 
with  near  water  or  rock,  and  the  hexagonal  and  basaltic 
protuberances  of  their  river  shore  are  I  think  too  painful 
to  be  endured  even  by  the  most  acceptant  mind,  as  emi- 
nently in  that  of  Angelico,  in  the  Vita  di  Christo,  which, 
OS  far  as  X  can  jndge,  is  a.  total  failure  in  action,  expres- 
sion, and  all  else ;  and  in  general  it  is  in  this  subject  es- 
pecially, that  the  greatest  painters  show  their  weakness. 
For  this  reason,  I  suppose,  and  feeling  the  difficulty  of 
it,  Tintoret  has  thrown  into  it  his  utmost  strength,  and 
it  becomes  noble  in  his  hands  by  his  most  singularly 
imaginative  expression,  not  only  of  the  immediate  fact, 
but  of  the  whole  train  of  thought  of  which  it  is  sugges- 

from  street  beggsre.  On  tlie  one  aide  of  ihe  river,  exactly  opposite 
the  point  wliere  the  Baptism  of  Christ  lakes  place,  the  painter,  with 
A  reflnotncnt  of  feeling  peculiarly  his  own,  hsa  introduced  some 
rufliBna  stripping  off  their  shirts  to  bathe.  He  fs  fond  of  this  In- 
cidenL  It  occurs  aKsin  in  one  of  the  marines  of  the  Pilti  palace, 
with  Iho  additional  interest  of  a  foreshoilened  llsrure.  Bwimmine  on  lis 
back,  feel  foremost,  eiaclly  in  the  stream  of  light  to  which  lie  eye  is 
principally  directed. 
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tiTe  i  and  by  Ms  considering  the  baptism  not  only  as 
the  Bubmission  of  Christ  to  the  fulfilment  of  all  right- 
eousness, bnt  as  the  opening  of  the  earthly  struggle  with 
the  prince  of  the  powers  of  the  air,  which  instantly  be- 
ginning in  the  temptation,  ended  only  on  the  cross. 

The  river  flows  fiercely  under  the  shadow  of  a  great 
rock.  From  its  opposite  shore,  thickets  of  close,  gloomy 
foliage  rise  against  the  rolling  ehasm  of  ,  ,  j,  _,  i^„ 
heaven,  through  which  breaks  the  bright- 
ness of  the  descending  Spirit.  Across  these,  dividing 
them  asunder,  is  stretched  a  horizontal  floor  of  flaky 
cloud,  on  which  stand  the  hosts  of  heaven.  Christ 
kneels  upon  the  water,  and  does  not  sink ;  the  figure  of 
St.  John  is  indistinct,  but  close  beside  his  raised  right 
arm  there  is  a  spectre  in  the  black  shade ;  the  fiend,  harpy- 
shaped,  hardly  seen,  glares  down  upon  Christ  with  eyes 
of  fire,  waiting  his  time.  Beneath  this  figure  there  comes 
out  of  the  mist  a  dark  baud,  the  arm  unseen,  extended  to 
a  net  in  the  river,  the  spars  of  which  are  in  the  shape  of 
a  cross.  Behind  this  the  roots  and  understems  of  the 
irees  are  cut  away  by  the  cloud,  and  beneath  it,  and 
ihrough  them,  is  seen  a  vision  of  wild,  melancholy,  boimd- 
iess  light,  the  sweep  of  the  desert,  and  the  figure  of  Christ 
;8  seen  therein  alone,  with  his  arms  lifted  as  in  aupplica- 
on  or  ecstacy,  borne  of  the  Spirit  into  the  wilderness 
<  be  tempted  of  the  devil. 

There  are  many  circumstances  which  combine  to  give 
to  this  noble  work  a  more  than  nsually  imaginative  char- 
acter. The  symbolical  use  of  the  net,  which  is  the  cross 
net  still  used  constantly  in  the  cannls  of  Venice,  and  com- 
mon throughout  Italy,  is  of  the  same  character  as  that  of 
the  carpenter's  tools  in  the  Annunciation ;  but  the  intro- 
duction of  the  spectral  figure  is  o£  bolder  reach,  and  yet 
more,  that  vision  of  the  after  temptation  which  is  ex- 
pressly indicated  as  a  subject  of  thouglit  rather  than 
of  sight,  because  it  is  in  a  paii  of  the  scene,  which  vxfact 
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miist  have  been  occupied  by  tho  tmiiks  of  the  trees  vhose 
tops  are  seen  above  [  and  another  circumsttince  completes 
the  mystic  character  of  tho  whole,  that  tho  flaky  cloads 
which  support  the  angelic  hosts  take  on  the  rig-ht,  when? 
tho  light  first  falls  upon  them,  tbe  Hhape  of  tbe  head  of 
a  fish,  the  well-known,  tj-po  both  of  the  baptismal  sacra- 
ment, and  of  Christ. 

But  the  most  exquisite  instance  of  this  imaginative 
power  occurs  in  an  incident  in  the  backgrounil  of  tho 
Cnicifixion.  I  will  not  insult  this  manel- 
lous  picture  by  an  effort  at  a  verbal  account 
of  it.  I  would  not  whitewash  it  with  praise,  and  I  refer 
to  it  only  for  the  sake  of  two  thoughts  peculiarly  illustra- 
tive of  the  intellectual  faculty  immt^tdiately  under  discus- 
sion. In  the  common  and  most  catholic  treatment  of 
the  subject,  the  mind  is  either  painfully  directed  to  the 
bodily  agony,  coarsely  expressed  by  outward  anatomical 
signs,  or  else  it  is  permitted  to  rest  on  that  countenance 
inconceivable  by  man  at  any  time,  but  chiefly  so  in  this 
its  consummated  humilintioa.  In  the  first  case,  the  rep- 
resentation is  revolting ;  in  the  second,  inefficient,  false, 
and  sometimes  blasphiimous.  None  even  of  tho  greatest 
religious  painters  have  ever,  so  far  as  I  know,  succeeded 
here;  Giotto  and  Angelico  were  cramped  by  the  tradi 
tional  treatment,  and  the  latter  especially,  as  before  ob- 
seired,  is  but  too  apt  to  indulge  in  those  points  of 
vitiated  feeling  which  attained  their  worst  development 
among  the  Byzantines :  Pemgino  fails  in  his  Christ  in 
almost  every  instance  <of  other  men  than  these  after  them 
we  need  not  speak).  But  Tiutoret  here,  as  in  all  other 
cases,  penetrating  into  the  root  and  deep  places  of  his 
subject,  despising  all  outward  and  boilily  appearances  of 
pain,  and  seeking  for  some  means  of  expressing,  not  the 
rack  of  nerve  or  sinew,  but  the  fainting  of  the  deserted 
Son  of  God  before  his  Eloi  cry,  and  yet  feeling  himself 
utterly  unequal  to  the  expression  of  this  by  the  counte- 
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nance,  has  on  the  one  hand  filled  his  picture  with  such 
rarious  and  impetuous  muscular  exertion  that  the  body 
of  the  Crucified  is,  by  comparisoa,  in  perfect  repose,  and 
OD  the  other  has  cost  the  countenance  altogether  into 
shade.  But  the  agony  iu  tohl  by  this,  and  by  this  only, 
that  though  there  yet  remains  a  chasm  of  light  on  the 
mountain  horizon  where  the  earthquake  rlarkuesa  closes 
upon  the  day,  the  broad  and  sunlight  glory  about  the 
head  of  the  Ricdeemer  has  become  wan,  and  of  the  color 
of  ashes,* 

But  the  great  painter  felt  he  had  something  more  to 
do  yet.  Not  only  that  agony  of  the  Crucified,  but  the 
tumult  of  the  people,  that  rage  which  invoked  his  blood 
upon  them  and  their  children.  Not  only  the  brutality 
of  the  soldier,  the  apathy  of  the  centurion,  nor  any  other 
merely  instrumental  cause  of  the  Divine  suffering,  but 
the  fury  of  bis  own  people,  the  noise  against  him  of 
those  for  whom  he  dieil,  were  to  be  set  before  the  eye 
of  the  understanding,  if  the  power  of  the  picture  was 
to  be  complete.  This  rage,  be  it  remembered,  was  one 
of  disappointed  pride;  and  the  disappointment  dated 
essentially  from  the  time  when,  but  five  days  before,  the 
King  of  Ziou  came,  and  was  received  with  hosannabs, 
riding  upon  an  ass,  and  a  colt  the  foal  of  an  ass.  To 
this  time,  then,  it  was  necessary  to  direct  the  thoughts, 
for  therein  are  found  both  the  cause  and  tlie  character, 
the  excitement  of,  and  the  witness  against,  this  mad- 
ness of  the  people.  In  the  shadow  behind  the  cross,  a 
man,  riding  on  iiu  ass  colt,  looks  back  to  the  multitude, 
while  he  points  with  a  rod  to  the  Christ  crucified.  The 
ass  is  feeding  on  the  remna)il8  of  withered  palm-leaves. 

With  this  master-stroke  I  believe  I  may  terminate  all 


'ThisdrcumstiiDce.  like  moat  thul  lie  not  at  tbc  Burtacc,  has  escaped 
Puneli,  though  liis  reraarkson  tho  geiiera.1  timu  of  the  picture  are  very 
good,  ne  wbII  as  bis  opposition  of  it  to  llie  treatment  of  Ruliens.  (Lect- 
ure IX.) 
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illustration  of  the  peculiar  power  of  the  imagination 
over  tlie  feelings  of  the  spectator,  by  the  elevation  into 
dignity  and  meaning:  of  the  smallest  accessory  circum- 
stances. But  I  have  not  yet  sufficiently  dwt^t  on  the 
fact  from  which  this  power  arises,  the  absolute  truth  of 
statement  of  the  ci^iitral  fact  as  it  was,  or  most  have 
been.  Without  this  trutli,  this  awful  first  moving  prin- 
ciple, all  direction  of  the  feelings  is  irseless.  That 
which  we  cannot  excite,  it  is  of  no  use  to  know  how  to 
govern. 

I  have  before  alluded.  Sect.  I.  Chap.  XTV.,  to  the  pain- 
fulness  of  Raffaelle's  treatment  of  the  massacre  of  the 
■  91.  TheMuHM-  innnceuts.  Fuseli  affirms  of  it  that,  "in 
tre of innoceota.  dramatic  gradation  he  disclosed  all  the 
mother  through  every  image  of  pity  and  of  terror."  K 
this  be  so,  I  think  the  philosojihical  spirit  has  pre^ 
vailed  over  the  imaginative.  The  imagination  never 
errs,  it  sees  all  that  is,  and  all  the  relations  and  bearings 
of  it,  but  it  would  not  have  confused  the  mortal  frenzy 
of  materual  terror  with  various  development  ol  maternal 
character.  Fear,  rage,  and  agony,  at  their  utmost  pitch, 
sweep  away  all  character :  humanity  itself  would  be  lost 
in  maternity,  the  woman  wonld  become  the  mere  person- 
ification of  animal  fury  or  fear.  For  this  reason  all  the 
ordinary  representations  of  this  subject  are,  I  think, 
false  and  cold :  the  artist  has  not  heard  the  shrieks,  nor 
mingled  with  the  fugitives,  he  has  sat  down  in  his  study 
to  twist  features  methotlically,  and  philosophize  over 
insanity.  Not  so  Tintoret.  Knowing  or  feeling,  that 
the  expression  of  the  human  face  was  in  soch  circum- 
stances not  to  be  rendered,  and  that  the  effort  could 
only  end  in  an  ugly  falsehood,  he  denies  himself  all  aid 
from  the  features,  he  feels  that  if  he  is  to  place  himself 
or  us  in  the  midst  of  that  maddened  multitude,  there 
can  be  no  time  allowed  for  watching  expression.  Still 
less  does  he  depend  on  details  of  murder  or  ghastlinesa 
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of  death  -,  there  is  no  blood,  no  stabbing  or  cuttiiig,  but 
there  is  an  awful  substitute  for  these  in  the  chiaroscuro. 
The  scene  is  the  outer  vestibule  of  a  palace,  the  slip- 
pery marble  floor  is  fearfully  barred  across  by  sanguiue 
shadows,  so  that  our  eyes  seem  to  become  bloodshot  and 
strained  witli  strange  horror  and  deadly  vision ;  a  lake  of 
life  before  them,  like  the  burning  seen  of  the  doomed 
Moabite  on  the  water  that  came  by  the  way  of  Edom ;  a 
huge  flight  of  stairs,  without  parapet,  descends  on  the 
left ;  down  this  rush  a  crowd  of  women  mixed  with  the 
murderers ;  the  child  in  the  arms  of  one  has  been  seized 
by  the  limbs,  she  hurls  herself  over  the  edge,  aud  falls 
head  down-most,  dragging  the  child  out  of  the  grasp  by 
her  weight :— she  will  be  dashed  dead  in  a  second :  two 
others  are  farther  in  flight,  they  reach  the  edge  of  a 
deep  river, — the  water  is  beat  into  a  hollow  by  the  force 
of  their  plunge ;— close  to  us  is  the  great  struggle,  a 
heap  of  the  mothers  entangled  in  one  mortal  writhe 
with  each  other  and  the  swords,  one  of  the  murderers 
dashed  down  and  crushed  beneath  them,  the  sword  of 
another  caught  by  the  blade  luid  dragged  at  by  a 
woman's  naked  hand ;  the  youngest  and  fairest  of  the 
women,  hor  child  just  torn  away  from  a  death  grasp  and 
clasped  to  her  breast  with  the  grip  of  a  steel  vise,  falls 
backwards  helplessly  over  the  heap,  right  on  the  sword 
points ;  all  knit  together  and  hurled  down  in  one  hope- 
less, frenzied,  furious  abandonment  of  body  aud  soul  in 
the  effort  to  save.  Their  shrieks  ring  in  our  ears  till  the 
marble  seems  rending  aroimd  us,  but  far  back,  at  the 
bottom  of  the  stairs,  there  is  something  in  the  shadow 
like  a  heap  of  clothes.  It  is  a  woman,  sitting  quiet — 
quite  quiet — still  as  any  stone,  she  looks  down  stead- 
fastly on  her  dead  child,  laid  along  on  the  floor  before 
her,  and  her  hand  is  pressed  softly  upon  her  brow. 

This,  to  my  mind,  is  the   only   imaginative-,  that  is, 
the  only  true,  real,  heartfelt  representation  of  the  being 
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and  actuality  of  the  subject  in  existence. "*"    I  should  ex- 
haust the  patience  of  the  reader  if  I  were  to  dwell  at 
n    vario       length  on  the  various  stupendous  develop- 
worto toti^scn-    meuts  of  the  imagination  of  Tintoret  in 

the  Scuola  di  San  Bocco  alone.  I  would 
fain  join  a  while  in  that  solemn  pause  of  the  journey 
into  Egypt,  where  the  silver  boughs  of  the  shadowy 
trees  lace  with  their  tremulous  lines  the  alternate  folds 
of  fair  clouds,  flushed  by  faint  crimson  light,  and  lie 
across  the  streams  of  blue  between  those  rosy  islands, 
like  the  white  wakes  of  wandering  ships ;  or  watch  be- 
side the  sleep  of  the  disciples  among  those  massy  leaves 
that  lie  so  heavily  on  the  dead  of  the  night  beneath  the 
descent  of  the  angel  of  the  agony,  and  toss  fearfully 
above  the  motion  of  the  torches  as  the  troop  of  the  be- 
trayer emerges  out  of  the  hollows  of  the  olives ;  or  wait 
through  the  hour  of  accusing  beside  the  judgment  seat 
of  Pilate,  where  all  is  unseen,  unfelt,  except  the  one  fig- 
ure that  stands  with  its  head  bowed  down,  pale  like  a 
pillar  of  moonlight,  half  bathed  in  the  glory  of  the  God- 
head, half  Avrapt  in  the  whiteness  of  the  shroud.  Of  these 
and  all  the  other  thoughts  of  indescribable  power  that 
are  now  fading  from  the  walls  of  those  neglected  cham- 
bers, I  may  perhaps  endeavor  at  some  future  time  to 
preserve  some  image  and  shadow  more  faithfullj"  than 
by  words;  but  I  shall  at  present  terminate  our  series 
of  illustrations  by  reference  to  a  work  of  less  touching, 
but  more  tremendous  appeal,  the  Last  Judgment  in 
i«8.  TheLast  the  Church  of  Santa  Maria  dell*  Orto.  In 
ti^b^varioM  this  subject,  almost  all  realizing  or  local 
painters.  statement  had  been  carefully  avoided  by 

the  most  powerful  painters,  they  judging  it  better  to 
represent  its  chief  circumstances  as  generic  thoughts, 

♦  Note  the  shallow  and  uncomprehending  notice  of  tliis  picture  by 
Fusel i.  His  description  of  the  treatment  of  it  by  other  painters  is, 
however,  true,  terse,  and  valuable. 
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and  present  them  to  the  mind  in  a  typical  or  abstract 
fona.  In  the  judgmeut  of  Ang-elico  the  treatment  is 
purely  typical,  a  long  Campo  Santo,  composed  of  two 
lines  of  graves,  stretches  away  into  the  distance;  on 
the  left  side  of  it  rise  the  condemned ;  on  the  right 
the  just.  With  Giotto  and  Orcagrna,  the  conception, 
though  less  rigid,  is  equally  typical,  no  effort  being 
made  at  the  siiggestion  of  space,  and  only  so  much 
ground  represented  as  is  absolutely  necessary  to  sap- 
port  the  near  figures  and  allow  apace  for  a  few  graves. 
Michael  Angelo  in  no  respect  differs  in  his  treatment, 
except  that  his  figures  are  less  symmetrically  groiiped, 
and  a  greater  conception  of  space  is  given  by  their  vari- 
ous perspective.  No  interest  is  attached  to  his  back- 
ground in  itself.  Fra  Bartolomeo,  never  able  to  grap- 
ple with  any  species  of  sublimity  except  that  of  simple 
religious  feeling,  fails  most  signally  in  this  mighty 
theme.*  His  group  of  the  dead,  including  not  more 
than  ten  or  twelve  figures,  occupies  the  foreground  only, 
behind  them  a  vacant  plain  extends  to  the  foot  of  a  cin- 
dery  volcano,  about  whose  mouth  several  little  black 
devils  like  spiders  ore  Bkippinp  and  crawling.  The 
judgment  of  quick  and  dead  is  thus  expressed  as  taking 
place  in  about  a  rood  square,  and  on  a  dozen  of  people 
at  a  time ;  the  whole  of  the  space  and  horizon  of  the 
sky  and  land  being  left  vacant,  and  the  presence  of  the 
Judge  of  all  the  earth  made  more  finite  than  the  sweep 
of  a  whirlwind  or  a  thunder- storm. 

By  Tintoret  only  has  this  unmanageable  event  been 
grappled  with  in  its  \'erity ;  not  typically  nor  symboli- 
cally, but  as  they  may  see  it  who  shall  not 
sleep,  but  be  changed.  Only  one  tradi- 
tional circumstance  he  has  received  with  Dante  and 
Michael  Angelo,  the  boat  of  the  condemned;  but  the 
•  Fresco  iu  an  out-liouse  o(  the  Oapednle  St*.  Maria  Nuova  at  Flo^ 
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impotnosity  of  his  mind  bursts  out  even  in  the  adoption 
of  this  image,  ho  has  not  stopped  at  the  scowliug  fern,'- 
mau  of  the  one  nor  at  the  Bweeping  blow  and  demuo 
dragging  of  tlie  other,  but,  seized  Hyhis-like  l),y  the 
limbs,  and  tearing  up  the  earth  in  his  agony,  the  victim 
is  dashed  into  his  deBtructioD :  nor  is  it  the  sluggish 
Lethe,  nor  the  fiery  lake  that  bears  the  cursed  vessel, 
but  the  oceans  of  the  earth  and  the  waters  of  the  firma- 
ment gathered  into  one  white,  ghastly  cataract,  the  river 
of  the  wrath  of  God,  roaring  down  into  the  gulf  where 
the  world  has  melted  with  its  fervent  heat,  choked  with 
the  ruin  of  nations,  and  the  limbs  of  its  corpses  tossed 
out  of  its  whirling,  like  water-wheels.  Bat  like,  oiit  of 
the  holes  and  caverns  and  shadows  of  the  earth,  the 
boucH  gather,  and  thti  clay-heaps  heave,  rattling  aaid 
adhering  into  half-kueaded  anatomies,  that  crawl,  and 
startle,  and  stmggle  ap  among  the  putrid  weeds,  with 
the  clay  clinging  to  their  clotted  hair,  and  their  heavy 
eyes  sealed  by  the  earth  darkness  yet,  like  his  of  old  who 
went  his  way  unseeing-  to  Siloam  Pool ;  shaking  off  one 
by  one  the  dreams  of  the  prison-house,  hardly  hearing 
the  clangor  of  the  trumpets  of  the  armies  of  God, 
blinded  yet  more,  as  they  awake,  by  the  white  light  of 
the  new  Heaven,  until  the  gi'eat  vortex  of  the  four  winds 
bears  up  their  bodies  to  the  judgment  seat:  the  firma- 
ment is  all  full  of  them,  a  very  dust  of  human  souls,  that 
drifts,  and  floats,  and  falls  in  the  interminable,  inevita- 
ble light ;  the  bright  olonda  are  darkened  with  them  as 
with  thick  snow,  currents  of  atom  life  in  the  arteries  of 
heaven,  now  soaring  up  slowly,  farther,  and  higher,  and 
higher  still,  till  the  eye  and  the  thought  can  follow  no 
farther,  borne  up,  wingless,  by  their  inward  faith  and  by 
the  angel  powers  invisible,  now  hurled  in  countless 
drifts  of  horror  before  the  breath  of  their  condemna- 
tion. 

Now,  I  wish  the  reader  particularly  to  observe  througli- 
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out  all  these  works  of  Tintoret,  the  distinction  of  the 
ima^native  verity  from  falsehood  on  the  one  hand,  and 
from  reiUiam  on  the  other.  The  power  of 
every  picture  dependa  on  the  penetration 
of  the  imagrinatiou  into  the  TRUE  nature  '™"  f™"'™- 
of  the  thing  represented,  and  on  the  utter  8Com  of  the 
imagination  for  all  ehaekles  antl  fettera  of  mere  exter- 
nal fact  that  stand  in  the  way  of  its  suggest iveness.  In 
the  Baptism  it  cuts  away  the  trunkB  of  trees  as  if  they 
were  so  much  cloud  or  vapor,  that  it  may  exhibit  to  the 
thought  the  completed  sequency  of  the  scene ;  *  in  the 
Massacre,  it  covers  the  marble  floor  with  visionary  light, 
that  it  may  strike  terror  into  the  spectator  without  con- 
destiendiug  to  butchery ;  it  defies  the  bare  tact,  but  cre- 
ates in  him  the  fearful  feeling ;  in  the  Cnicifixion  it 
annihilates  locality,  and  brings  the  palm-leaves  to  Cal- 
vary, so  only  that  it  may  bear  the  mind  to  tbe  mount 
of  Olives,  as  in  the  entombment  it  brings  the  manger 
to  Jerusalem,  that  it  may  take  the  heeirt  to  Bethlehem ; 
and  all  this  it  does  in  the  daring  consciousness  of  its 
higher  and  spiritual  verity,  and  in  the  entire  knowl- 
edge of  tlie  fact  and  substance  of  all  that  it  touches. 
The  imaginaiy  boat  of  the  demon  angel  expands  the 
rush  of  the  visible  river  into  the  descent  of  in'esistible 
condemnation ;  but  to  make  that  rush  and  roar  felt  by 
the  eye  and  heard  by  the  ear,  tbe  rending  of  the  pine 
branches  above  the  cataract  is  taken  directly  from  na- 
ture ;  it  is  an  abstract  of  Alpine  storm.  Hence  while 
we  are  always  placed  face  to  face  with  whatever  is  to 
be  told,  there  is  in  and  beyond  its  reality  a  voice  su- 
pernatural ;  and  that  which  is  doubtful  in  the  vision 
has  strength,  sinew,  and  assuredness,  built  up  in  it  by 
foct. 

•  The  same  lliing  i«  done  yet  more  boldly  in  the  Iiirge  compoaition  of 
the  cellinj;  ;  Die  plague  of  Qery  serpeots :  n  part  of  the  host,  and  aa- 
other  sky  horizon  am  seen  through  an  opening  In  the  ground. 
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Let  uB,  however,  still  advance  one  step  farther,  and  ob 
serve  tlie  imaginative  power  deprived  of  all  aid  from 
UB.  The  inugi-  cliiaroscuro,  color,  or  any  other  means  of 
[^od  ^B^KtSt^  concealing  the  frame-work  of  its  thoughts. 
"«■  It  was   said    by   Michael   Ang^lo    thut 

"  Don  ha  I'ottimo  scultore  alcun  concetto,  Ch'un  manun 
solo  in  ae  uon  circoscriva,"  a  sentence  which,  though  in 
the  immediate  sense  intended  by  the  writer  it  may  re- 
mind us  a  little  of  the  indignation  of  Boileau's  Pluto,  "  H 
s'ensuit  de  IJl  que  tout  ee  qui  se  peut  dire  de  beau,  est 
dans  les  dictionnaires, — iln'yaquelee  paroles  qui  son t 
transposees,"  yet  is  valuable,  because  it  shows  us  that 
Michael  An^elo  hold  the  imagination  to  be  entirely  ex- 
pressible in  rock,  and  therefore  altopfether  iudependent, 
in  its  owni  nature,  of  those  aids  of  color  and  shade  by 
which  it  is  recommended  in  Tiutoret,  though  the  sphere 
of  its  operation  is  of  course  by  these  incalculably  ex- 
tended. But  the  presence  of  the  imaginatiou  may  be 
rendered  in  marble  as  deep,  thrilling,  and  awful  as  in 
painting,  so  that  the  sculptor  sock  for  the  soul  and  ^v- 
em  the  body  thereby. 

Of  unimaginative  work,  Bandinelli  and  Oanova  sup- 
ply us  with  characteristic  instances  of  every  kind,  the 

_  «  J  .,  Hercules  and  Oacus  of  the  fonner,  and  its 
HT,     Bandinelli,  .,.    ,  ,,-,,,■■.„ 

cmovB,  Mino  dft  criticism  by  tellini,  will  occur  at  once  to 
every  one;  the  disgusting  statue  now 
placed  HO  as  to  conceal  Giotto's  important  tempera  pict- 
ure in  Santa  Croce  is  a  better  instance,  but  a  still  more 
impressive  lesson  might  be  received  by  comparing  the 
inanity  of  Canova's  garland  grace,  and  ballroom  senti- 
ment with  the  intense  truth,  tenderness,  and  power  of 
men  like  Mino  da  Fiesole,  whose  chisel  leaves  many  a 
hard  edge,  and  despises  down  and  dimple,  but  it  seems 
to  cut  light  and  carve  breath,  the  marble  bums  Ijeueath 
it,  aud  becomes  transparent  with  very  spirit.  Yet  Mino 
stopped  at  the  human  nature ;  he  saw  the  soul,  but  not 
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the  ghostly  presences  about  it ;  it  was  reserved  for  Mi- 
chael Angelo  to  pierce  deeper  yet,  and  to  sec  the  in- 
dwelling angels.  No  man's  soul  is  alone:  Laocoon  or 
Tobit,  the  serpent  has  it  by  the  heart  or  the  angel  by 
the  hand,  the  light  or  the  fear  of  the  spiritual  things 
that  move  beside  it  may  be  seen  on  the  body ;  and  that 
bodily  form  with  Buonaroti,  white,  solid,  distinct  mate- 
rial, though  it  be,  is  invariably  felt  as  the  instniment  or 
the  habitation  of  some  infinite,  invisible  power.  The 
earth  of  the  Sistine  AcLim  that  begins  to  j^  snihsdAn- 
bum !  the  woman  embodied  burst  of  ado-  ^°- 
ration  from  his  sleep  ;  the  twelve  great  torrenta  of  the 
Spirit  of  Grod  that  pause  above  us  there,  umed  in  their 
vessels  of  clay  ;  the  waiting  in  the  shadow  of  futurity  of 
those  through  whom  the  promise  and  presence  of  God 
went  down  from  the  Eve  to  the  Mary,  each  still  and 
fixed,  fixed  in  his  expectation,  silent,  foreseeing,  faithful, 
seated  each  on  his  stony  throne,  the  building  stones  of 
the  word  of  God,  building  on  and  on,  tier  by  tier,  to  the 
Refused  one,  the  head  of  the  comer  (  not  only  these,  not 
only  the  troops  of  terror  torn  up  from  the  earth  by  the 
four  quartered  winds  of  the  JudgTnent,  but  every  frag- 
ment and  atom  of  stone  that  he  ever  touched  became  in- 
stantly inhabited  by  what  makes  the  hair  stand  up  and 
the  words  bo  few  j  the  St.  Matthew,  not  yet  disengaged 
from  his  sepulchre,  bound  hand  and  foot  by  his  grave 
clothes,  it  is  left  for  us  to  loose  him ;  the  strange  spec- 
tral wTeath  of  the  Florence  Pieta,  casting  its  pyramidal, 
distorted  shadow,  full  of  pain  and  death,  among  the  faint 
purple  lights  that  cross  and  perish  under  the  obscure 
dome  of  St",  Maria  del  Fjore,  the  white  lassitude  of  joy- 
ous limbs,  panther  like,  yet  passive,  fainting  with  their 
own  delight,  that  gleam  among  the  pagan  formalisms  of 
the  UfHzii,  far  away,  showing  theraselvoH  in  their  lus- 
trous lightness  as  the  waves  of  an  Alpine  torrent  do  by 
their  dancing  among  the  dead  stones,  though  the  stones 
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be  as  white  as  they :  *  and  finnlly,  and  perhaps  more  than 
all,  thoBe  four  ineffable  types,  uot  of  darkness  nor  of  day 
^not  of  morning  nor  evening,  but  of  the  departure  and 
the  resurrection,  the  twilight  and  the  dawn  of  the  satUs 
of  men — tog'ether  with  the  spectre  sitting  in  the  shadow 
of  the  niche  above  them ;  f  all  these,  and  all  else  that  I 
could  name  of  his  forming,  have  borne,  and  in  them- 
selves retain  and  exercise  the  same  inexplicable  power 


•  The  Barcliiis.    There  Is  a  stnnll  aUtue  oppotito  it  also— uaSnished ; 
hut  "a  spirit  BiUl." 

1 1  would  hove  insiBted  more  on  the  glios'ly  vilnHty  o(  this  dnsdfiil 
stfltue  :  bill  the  pnsssgs  referring  to  it  in  Rogers's  IIaIj  supersedes  otl 
further  descripiluti.     I  auppose  moat  lovera  of  art  I^dow  it  bj  beait 
"  Nor  then  forgot  lliat  chamber  of  the  dead, 

Wlicre  the  gigantic  abapes  of  Night  anii  Day, 

TurniMl  into  stone,  rest  everlaslingly  ; 

Yet  still  are  bre&thlng,  and  elied  round  at  uoou 

A  twofold  iDflucnni, — only  to  be  fell — 

A  light,  a  <larknes8,  miD^ting  eacli  with  each ; 

Both,  and  yet  neither.    There,  from  age  to  age. 

Two  ghosts  are  sitting  on  tlieir  scpulehrcs. 

That  Is  the  Duke  Lorenzo.     Mark  him  well. 

He  meditAtcB,  liU  head  upon  his  band. 

What  from  beneath  bis  helm-like  bonnet  scowls  t 

la  it  a  face,  or  but  ao  eyeleM  skull  ? 

'Tis  lost  in  shade  :  yet,  like  the  basilisk. 

It  fascinates,  and  is  iulolernble. 

His  mien  is  nol)]e,  most  mujestical ! 

Then  most  so,  w  hen  the  distant  choir  is  lieard 

At  mom  or  eve — nor  fail  thou  to  attend 

On  that  Ih  rice- hull  owed  day.  when  all  are  there  ; 

Wiien  nil.  propitiating  with  solemn  songs, 

Visit  the  Dead.  Tlieti  wilt  thou  feel  Ills  power  I "' 
It  is  strange  Ihnt  this  should  ha  tlie  only  written  inatauce  (aa  far  as 
I  recollect)  of  Just  and  entire  appreciation  of  Michael  Angelo's  spirit- 
uai  power.  It  is  perhaps  owing  to  the  very  intensity  of  his  imaginn- 
tioii  thai  he  bus  been  so  little  understood — for,  as  I  before  said.  Imagi- 
tiaiion  can  never  be  met  'hy  vanity,  nor  without  earnestness.  His 
Florentine  followers  saw  in  him  an  anatomist  and  posture- master — and 
■t  was  finally  destroyed  by  the  Inftueoce  over  admiring  idiocy  of  the 


* 


greatest  miad  that  on  ever  Inspired. 
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— inexplicable  because  proceeding  from  an  imaginative 
perception  almost  superhuman,  which  goes  whither  we 
cannot  follow,  and  is  where  we  cannot  come;  throwing 
naked  the  final,  deepest  root  of  the  being  of  man,  where- 
by he  gBowB  out  of  the  inrisible,  and  holds  on  his  God 
home.* 

•  1  Iiave  not  chosen  to  Interrupt  tlie  argument  respecting  the  essence 
of  the  imaglnHl[ve  faculty  by  any  remarks  on  the  execution  of  the  Im- 
aginative hand  :  but  we  cau  hardly  leareTinlorct  and  Hicbael  Angelo 
without  some  notice  of  the  pre-eminent  power  of  execution  exhibited 
by  both  of  them,  in  conBequcoce  of  their  vigor  and  clearness  of  con- 
ception; not  without  again  warning  the  lower  artist  from  coufounding 
this  velocity  of  decision  and  impatience  with  the  velocity  of  affectft- 
tion  or  indolence.  Every  result  of  real  imagination  we  bave  seen  to 
be  a  truth  of  some  sort  ;  and  it  is  the  chsrHcteristlc  of  truth  to  be  ill 
some  way  tangible,  sellable,  distinguishable,  and  clear,  as  it  is  of 
falsehood  to  be  obscure,  confused,  and  confusing.  Not  but  that 
many,  if  not  most  truths  have  a  dork  side,  o  side  by  which  Ibey  are 
connected  with  mysteries  loo  high  for  us,— nay,  I  think  It  is  com- 
monly but  a  poor  and  raisernble  truth  which  the  human  mind  can 
walli  all  round,  but  at  all  events  they  have  one  side  by  which  we  con 
lay  hold  of  Ihem,  and  feel  that  they  are  dotvuriglit  adumant,  and  that 
their  form,  though  lost  in  cloud  hero  and  there,  is  unalterable  and 
real,  and  not  less  real  and  rocky  because  Inflnite,  and  Joined  on,  Bt 
Michael's  mount-like  to  a  far  mainland.  So  tbeo,  whatever  the  real 
imagination  lays  hold  of,  as  il  is  a  truth,  does  not  alter  into  anything 
else  as  the  Iniaginntlve  part  works  at  it  and  feels  over  it  and  finds  out 
more  of  it,  hut  comes  out  more  and  more  continually,  all  that  is  found 
out  pointing  to  and  indicating  still  more  behind,  and  giving  additional 
stability  and  reality  to  ihnt  which  is  discovered  already.  But  if  it  be 
fancy  or  any  other  form  of  peeudo-lmaglnalion  which  is  at  work,  then 
tlial  whicii  it  gets  hold  of  may  not  he  a  truth,  hut  only  an  Idea,  which 
wilt  keep  giving  way  as  soon  aa  we  try  \a  take  hold  of  it  and  turning 
Into  something  else,  so  that  as  wo  go  on  copying  it,  every  part  will  be 
Inconsistent  with  all  that  has  gone  before,  and  at  intervals  it  will  van- 
ish altogether,  and  leave  blanks  which  must  he  filled  up  by  any  moans 
at  hand.  And  in  these  circumstances,  the  painter,  unable  to  seize  hia 
thought,  because  it  has  not  substance  nor  bone  enough  to  bear  grasp- 
ing, is  liable  to  catch  at  every  line  that  he  lays  down,  for  help  and 
suggestion,  and  to  be  led  away  by  it  to  sometblng  else,  which  the  first 
effort  to  realize  dissipates  in  like  manner,  placing  another  phantom  in 
Its  stead,  until  out  of  the  fragments  of  these  successive  phantoms  he 
has  glued  together  a  vague,  mindless,  involaohiry  whole,  n  mixture 
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Now,  in  all  these  instances,  let  it  be  observed,  for  it  is 
to  that  end  alone  that  I  have  been  arguing  aU  along, 
•  M.  KMMrftoUk  *^*  *^®  virtue  of  the  imagination  is  its 
fmuiuOT  **  omSS  ^®*cl^^ir,  by  intuition  and  intensity  of 
j"JSfih!f**^  **  ^^  firaze,  (not  by  reasoning,  but  by  its  author- 
tjon  of  nUimX    itative  opening  and   revealing  power,)  a 

more  essential  truth  than  is  seen  at  the 
surface  of  things.    I  repeat  that  it  matters  not  whether 

of  nil  tliHl  WRA  trito  or  common  in  each  of  the  successive  conceptions, 
for  that  li  ncccHsnrily  whnt  is  first  caught,  a  heap  of  things  with  the 
bloom  off  unci  the  chill  on,  laborious,  unnatural,  inane,  with  its  emp- 
tlnesH  (liMguiscd  by  iifTcctation,  and  its  tastelcssness  salted  by  extrava- 
gance. 

NecusfMirily,  from  these  modes  of  conception,  three  vices  of  execu- 
tion must  nmult ;  and  these  arc  necessarily  found  in  all  those  parts  of 
the  work  where  any  trust  has  been  put  in  conception,  and  only  to  be 
avoided  In  portions  of  actual  portraiture  (for  a  thoroughly  unimagin* 
Htlve  iwintcr  can  make  no  use  of  a  study — all  his  studies  are  guesses 
and  fxiH'riments.  all  are  equally  wrong,  and  so  far  felt  to  be  wrong 
by  himself  that  he  will  not  work  by  any  of  them,  but  will  always  en- 
deavor to  Improve  ui>on  them  in  the  picture,  and  so  lose  the  use  of 
tluMu).    These  three  vices  of  execution  are  then — first,  feebleness  of 
handling,  owing  to  uncertainty  of   intention  ;  secondly,  intentional 
careloHsness  of  handling,  in  the  hope  of  getting  by  accident  some- 
thing num*  than  wa8  meant  ;  and  lastly,  violence  and  haste  of  hand- 
ling, in  the  effort  to  sirure  as  much  as  (xtssible  of  the  obscure  image 
of  whirh  the  mind  fiH.'ls  itself  losing  hold.     (I  am  throughout,  it  will 
Ih»  olwtTVtHl.  attrilniting  right  fwling  to  the  unimaginative  painter ; 
if  he  lack  this,  his  execution  may  be  ctwl  and  determined,  as  he  will 
in»t  dt^wn  falsehiHxl  without  blushing,  and  ugliness  without  suffering.) 
Addtnl  to  thes<»  various  evidences  of  weakness,  will  be  the  various 
viivs  assunu^l  for  the  sake  of  c^mi*ealment  ;  morbid  refinements  dis- 
guising fivblem*ss— <^r  insolence  and  o^arsones*  to  cover  desperatit->n. 
Whon  tho  imagination  Is  |x>werful,  the  n»sulting  execution  is  of  tvurse 
the  ivntrarv  of  all  this :  its  first  ste^>*  wilt  commonly  he  impetuous, 
ill  elearing  its  grvnind  and  getting  at  its  first  cimcepiion — as  we  know 
of  MiohacI  .Vngi'lo  in  his  smiting  his  blocks  into  shape,  v^^^^  the  pas- 
*agx^  ^luo!*\l  t\v  Sir  CharU^s  Clarke  in  the  Essay  on  Expression,  from 
U^Ai<^'  do  V I  c\*noTx^^  and  a*  ii  is  visible  in  the  faasiUtng  of  TinioTi»i 
alwAxs    as  the  work  apprv>ache*  cv^nu*\';;v>n.  the  s^r.^ke.  wh:!e  ::  r\- 
mair.s  vrrtr.in  ar,d  firm.  Ivoavis^*  ::>  er^!  is  always  k::own.  may  fr: 
v;ui:u;l\"  Nwme  s'ow  ar.d  canjful.  vv:ii  oa  accc»u-;  *  if  tie  i:^cul;y  •  f 
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the  reader  is  willing  to  call  this  faculty  iiuftginatioii  or 
no,  I  do  not  care  about  the  uame ;  but  I  would  be  under- 

following  the  pure  liuca  of  conception,  aod  bccnuae  tliere  is  no  fear 
felt  of  the  conception's  Taaiahiag  beforu  it  cun  be  rculized  ;  but  gen- 
erally there  is  a  certtiin  degree  of  impetuosity  visible  in  tlie  norka  of 
all  the  men  of  high  imagination,  when  they  oxe  not  working  from  k 
study,  showing  itself  in  Michael  Angelo  by  the  number  of  blocks  he 
left  UDfluished.  and  by  some  slight  evidences  in  those  be  completed 
of  his  having  worked  painfully  towards  Ihe  close  ;  so  tliat,  except  the 
Duke  Lorenzo,  the  Bacchus  of  the  Florentine  gallery,  and  the  Pieta 
of  Genoa,  I  know  not  any  of  his  finlstied  works  in  which  his  mind  is 
as  mightily  expressed  us  in  bis  marble  sketches  :  only,  it  is  always  to 
l)e  observed  that  Impetuosity  or  rudeness  of  hand  is  not  necessarily — 
and  if  imaginative,  is  never — carelessness.  In  the  two  landscapes  at 
the  end  of  the  Scuola  di  Ban  Rocco,  TinLoret  has  drawn  several  large 
tree-trunks  with  two  strokes  of  his  brusb — one  for  the  dark,  and  an- 
other for  tbe  light  side  ;  and  Ihc  large  roctc  at  the  foot  of  the  picture 
of  tbe  Temptation  is  painted  with  a  few  detached  touches  of  gray 
over  a  flat  brown  ground  :  hut  the  loucbes  of  the  tree-trunks  have 
iveen  followed  by  the  mind  as  they  went  down  with  the  most  painful 
intensity  through  their  every  undulation  ;  and  Ihe  few  gray  strokes 
on  the  stone  arc  so  considered  that  a  better  stone  cone  could  not  be 
painted  if  we  look  a  month  to  it:  and  Isupposc,  genernlly,  itwoultlbe 
utterly  impossible  to  give  an  example  of  execution  in  which  less  was 
left  to  aecidcut,  or  in  which  more  care  was  concentrated  in  every 
stroke,  than  the  seemingly  regardless  and  impetuous  handling  of  this 
painter. 

On  the  habit  of  both  Tlntoret  and  Michael  Angelo  to  work  straight 
forward  from  the  block  and  on  tbe  canvas,  without  study  or  model, 
It  Is  needless  to  insist ;  for  though  this  is  one  of  the  most  amazing 
proofs  of  their  imaginative  power,  it  is  a  dangerous  precedenL  No 
mode  of  execution  ought  ever  to  be  tauglit  to  a  young  artist  as  letter 
than  another ;  he  ought  to  understand  the  truth  of  what  ho  has  to  do, 
felicitous  execution  will  follow  as  a  matter  of  course  ;  and  if  he  feeU 
himself  capable  of  getting  at  the  right  at  once,  he  will  naturally  do  so 
without  reference  to  precedent.  He  ought  to  hold  always  that  his 
duty  is  to  attain  the  highest  result  he  can.— but  that  no  oue  has  any 
business  with  the  means  or  time  he  has  taken.  If  it  can  l>c  done 
quickly,  let  it  be  so  done  ;  if  not,  let  it  be  done  at  any  mie.  For 
knowing  his  way  he  is  answerable,  and  therefore  must  not  walk 
doubtingly  ;  but  no  one  can  blame  him  for  walking  eantiov*ly,  if  the 
way  be  a  nurrow  ouc,  with  a  slip  on  ench  side.  He  may  pause,  but 
he  must  not  hesitate,— and  tremble,  but  must  not  vBciUate. 
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stood,  when  I  speak  of  imaginatiou  hereafter,  to  mean 
this,  the  true  fouudation  of  all  art  which  exeroisea  eter- 
nal authority  over  men's  mintls ;  (oil  other  imagination 
than  this  is  either  secondarj'  and  contemplative,  or  ut- 
terly spuriouH ;)  the  base  of  whose  authority  and  being 
ia  its  perpetual  thirst  of  truth  and  purpose  to  be  tme. 
It  has  no  food,  no  delight,  no  care,  no  perception,  except 
of  truth ;  it  is  forever  looking  under  masks,  and  buiiiiug^ 
up  mists ;  no  fairness  of  form,  no  majesty  of  seeming 
will  satisfy  it ;  the  first  condition  of  its  existence  is  in- 
capability of  being  deceived :  and  though  it  sometimes 
dwells  upon  and  substantiates  the  fictions  of  fancy,  yet 
its  own  operation  is  to  trace  to  their  farthest  limit  the 
true  laws  and  likelihoods  even  of  the  fictitious  creation. 
This  has  been  well  explained  by  Fuseli,  in  his  allusion 
to  the  Centaur  of  Zeusis ;  and  there  is  not  perhaps  a 
greater  exertion  of  the  imaginative  power  than  may  be 
manifested  in  following  out  to  their  farthest  limits  the 
necessarj'  consequences  of  such  arbitrary  combination  : 
but  let  not  the  jests  of  the  fancy  be  confounded  with 
that  after  serious  work  of  the  imagination  which  ^ves 
them  all  the  ner^'ous  verity  and  substance  of  which  they 
are  capable.  Lot  not  the  mouaters  of  Chinese  earthen- 
ware  be  confounded  with  the  Faun,  Satyr,  or  Centaur. 

How  different  this  definition  of  the  imagination  may  be 
from  the  idea  of  it  commonly  entertained  among  us,  I 

jjj^  can  hardly  say,  because  I  have  a  very  in- 

UoB,  howYT?pirij  distinct  idea  of  what  is  usually  meant  by 
the  term.  I  hear  modem  works  constantly 
praised  as  being  ima§:inative,  in  which  I  can  trace  no 
virtue  of  any  kind;  but  simple,  slavish,  unpalliated 
falsehood  and  exaggeration ;  I  see  not  what  merit  there 
can  be  in  pure,  ugly,  resolute  fiction ;  it  is  surely  easy 
enough  to  be  wrong  ;  there  are  many  ways  of  being  un- 
like nature.     I  understand  not  what  \'irtue  that  is  which 


entitles  one  of  these   ways  to  be  called  imaginative, 
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rather  than  another ;  and  I  am  still  faiiher  emharrassed 
by  hearing  the  portions  of  those  works  called  eapeciolly 
imaginative  in  which  there  is  the  moat  effort  at  minute 
and  mechanical  statement  of  contemptible  details,  and 
in  which  the  artist  would  have  been  as  at^tual  and  abso- 
lute in  imitation  as  an  echo,  if  he  had  known  how. 
Against  convictions  which  I  do  not  understand,  1  cannot 
argue ;  but  I  may  warn  the  artist  that  imagination  of 
this  strange  kind,  is  not  capable  of  bearing  the  time 
test ;  nothing  of  its  doing  ever  has  continued  its  influ- 
ence over  men  ;  and  if  he  desires  to  take  place  among 
the  great  men  of  older  time,  there  is  but  one  way  for  it ; 
and  one  kind  of  imagination  that  will  stand  the  immor- 
tal light:  I  know  not  how  fai-  it  is  by  effort  cultivable; 
but  we  have  evidence  enough  before  us  to  show  in  what 
direction  that  effort  must  be  made. 

We  have  seen  (§  10)  that  the  imagination  is  in  no  small 
degree  deiiendent  on  acuteueas  of  moral  emotion ;  iu  fact, 
all  moral  truth  can  only  thus  be  appre-  lai,  nowiiscni- 
hended — and  it  is  observable,  geueriilly,  ^^^1  ™  %. 
that  all  true  and  deep  emotion  is  imagi-  ""™i '"""sa- 
native, both  in  conception  and  expression ;  and  that 
the  mental  sight  becomes  sharper  with  every  full  beat 
of  the  heart ;  and,  therefore,  all  egotism,  and  selfish  care, 
or  regard,  are  in  proportion  to  their  constancy,  destruc- 
tive of  imagination;  whose  play  and  power  depend 
altogether  on  our  being  able  to  forget  ourselves  and 
enter  like  possessing  spirits  into  the  bodies  of  things 
about  us. 

Again,  as  the  life  of  imagination  is  in  the  discovering 
of  truth,  it  is  clear  it  can  have  no  respect  for  sayings  or 
opinions:  knowing  in  itself  when  it  has  i  aa.  on  inde- 
invented  truly — restless  and  tormented  "*"  ""*" 
except  when  it  haa  this  knowledge,  its  sense  of  success 
or  failure  is  too  acute  to  be  affected  by  praise  or  blame. 
Sympathy  it  desires — but  can  do  without ;  of  opinions  it 
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\h  regai-dlesB,  not  in  pride,  but  becaase  it  has  no  vanity, 
aud  ia  cuiisfioUH  of  a  rule  of  action  and  object  of  aim  in 
which  it  cannot  be  miatakeD ;  portly,  also,  in  pure  energT,' 
of  desire  and  longing  to  do  and  to  invent  more  and  more, 
which  suffer  it  not  to  suck  the  sweetness  of  praise — un- 
less a  little,  with  the  end  of  the  rod  in  its  hand,  and 
without  pausing  in  its  march.  It  goes  straight  forward 
up  tbe  hill ;  no  voices  nor  muttcrings  can  turn  it  back, 
nor  petrify  it  from  its  purpose.* 

Finally,  it  is  evident,  that  like  the  theoretic  faculty, 
the  imagination    mu&t   be  fed  constantly   by   external 

nature— after  the  illustrations  we  have 
bumi  retunmceto    giveu,  this  may  seem  mere  truism,  for  it  is 

clear  that  to  the  exercise  of  the  penetra- 
tive faculty  a  subject  of  penetration  is  necessary  :  bnt  I 
note  it  because  many  painters  of  powerful  mind  have 
been  lost  to  the  world  by  their  suffering  the  restless 
writhing  of  their  imagination  in  its  cage  to  take  place  of 
its  healthy  and  exulting  activity  in  the  fields  of  nature. 
The  most  imaginative  men  always  study  tbe  hardest, 
and  are  the  mo.'^t  thirsty  for  new  knowledge.  Fancy 
plays  like  a  squirrel  in  its  circular  prison,  and  ia  happy ; 
but  imagination  is  a  pilgrim  on  the  earth — and  her  home 
is  in  heaven.  Shut  h«r  from  the  fields  of  the  celestial 
mountains— bar  her  from  breathing  their  lofty,  sun- 
warmed  air ;  and  we  may  as  well  turn  upon  her  the  last 
bolt  of  the  tower  of  famine,  and  give  the  keys  to  the 
keeping  of  the  wildest  surge  that  washes  Capraja  and 
Gorgona. 

•  Tliat  wliicb  we  know  of  the  lives  of  H.  Angelo  and  Tinlorel  Is 
emineotlj  illuBtretlve  of  this  temper. 


CHAPTER  IV. 

OF  IMAGINATION  CONTEMPLATIVE. 

We  have,  in  the  two  preceding  chapters,  arrived  at 
definite  conclusions  respecting  the  power  and  essence  of 
the  imaginative  faculty.  In  these  two  acts  of  penetra- 
tion and  combination,  its  separating  and  •  i.  imaginadon 
characteristic  attributes   are  entirely  de-    not  pvt  of  the 

1  1      'i.  '        £  1      X        1  eseence,  but  only 

veloped;  it  remains  for  us  only  to  observe  a  habit  or  mode  (i 
a  certain  habit  or  mode  of  operation  in  *^'^°^- 
which  it  frequently  delights,  and  by  which  it  addresses 
itself  to  our  perceptions  more  forcibly,  and  asserts  its 
presence  more  distinctly  than  in  those  mighty  but  more 
secret  workings  wherein  its  life  consists. 

In  our  examination  of  the  combining  imagination,  we 
chose  to  assume  the  first  or  simple  conception  to  be  as 
clear  in  the  absence  as  in  the  presence  of  the  object  of  it. 
This,  I  suppose,  is  in  point  of  fact  never  the  case,  nor 
is  an  approximation  to  such  distinctness  of  conception 
always  a  characteristic  of  the  imaginative  mind.  Many 
persons  have  thorough  and  felicitous  power  of  drawing 
from  memory,  yet  never  originate  a  thought,  nor  excite 
an  emotion. 

The  form  in  which  conception  actually  occurs  to  ordi- 
nary minds  appears  to  derive  value  and  preciousness 
from  that  indefiniteness  which  we  alluded  j2  The  ambijru- 
to  in  the  second  chapter,  (§  2,)  for  there  is  ity  of  conception, 
an  unfailing  charm  in  the  memory  and  anticipation  of 
things  beautiful,  more  sunny  and  spiritual  than  attaches 
to  their  presence ;  for  with  their  presence  it  is  possible 
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to  be  sated,  and  even  wearied,  but  with  the  imagination 
of  them  never ;  in  so  far  that  it  needs  some  self-discipline 
to  prevent  the  mind  from  falling  into  a  morbid  condition 
of  dissatisfaction  \^dth  all  that  it  immediately  possesses, 
and  continual  longing  for  things  absent ;  and  yet  I  think 
this  charm  is  not  justly  to  be  attributed  to  the  mere 
vagueness  and  uncertainty  of  the  conception,  except  thus 
far,  that  of  objects  whose  substantial  presence  was  ugly 
or  painful  the  sublimity  and  impressiveness,  if  there 
were  any,  is  retained  in  the  conception,  while  the  sensual 
offensiveness  is  withdrawn ;  thus  circumstances  of  horror 
may  be  safely  touched  in  verbal  description,  and  for  a 
time  dwelt  upon  by  the  mind,  as  often  by  Homer  and 
Spenser,  (by  the  latter  frequently  with  too  much  gross- 
ness,  as  in  the  description  of  the  combat  of  the  Bed- 
Cross  Knight  with  Errour,)  which  could  not  for  a  moment 
be  regarded  or  tolerated  in  their  reality,  or  on  canvas ; 
and  besides  this  mellowing  and  softening  operation  on 
those  it  retains,  the  conceptive  faculty  has  the  power  of 
letting  go  many  of  them  altogether  out  of  its  groups 
of  ideas,  and  retaining  only  those  where  the  meminisse 
juvabit  will  apply ;  and  in  this  way  the  entire  group  of 
memories  becomes  altogether  delightful;  but  of  those 
1 8.  i8  not  In  itself  P^rts  of  anything  which  are  in  themselves 
S^?Sf?h^°ci  beautiful,  I  think  the  indistinctness  no 
fair  tiiincB,  benefit,  but  that  the  brighter  they  are  the 

better  ;  and  that  the  peculiar  charm  we  feel  in  conception 
results  from  its  grasp  and  blending  of  ideas  rather  than 
from  their  obscurity,  for  we  do  not  usually  recall,  as  we 
have  seen,  one  part  at  a  time  only  of  a  pleasant  scene, 
one  moment  only  of  a  happy  day;  but  together  with 
each  single  object  we  summon  up  a  kind  of  crowded  and 
involved  shadowing  forth  of  all  tlie  other  glories  with 
which  it  was  associated,  and  into  every  moment  we  con- 
centrate an  epitome  of  the  day;  and  it  will  happen 
frequently  that  even  when  the  visible  objects  or  actual 
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circnmatnucea  are  not  in  nnmbers  remembered ;  yet  the 
feeling  and  joy  of  them  is  obtained  we  know  not  how  or 
whence,  and  so  with  a  kind  of  conceptive  buming-glaas 
we  bend  the  sunshine  of  all  the  day,  and  the  fulness  of 
all  the  scene  upon  every  point  that  we  succeBsively 
seize ;  and  this  together  with  more  vivid  action  of  fancy, 
for  I  think  that  the  wilful  and  playful  seizure  of  the 
points  that  suit  her  purpose  and  help  her  springing, 
whereby  she  is  tUstiuguished  from  simple  concei»tion, 
takes  place  more  easily  and  actively  with  the  memory  of 
things  than  in  presence  of  them.  But,  however  this 
be,  and  I  confess  that  there  is  much  that  I  cannot  satis- 
factorily to  myself  unravel  with  respect  to  the  nature  of 
simple  conception ;  it  is  evident  that  this  agreeableness, 
whatever  it  be,  is  not  by  art  attainable,  for  all  art  is  in 
some  sort  realization ;  it  may  be  the  realization  of  ob- 
scurity or  indefiniteness,  but  still  it  must  differ  from 
the  mere  conception  of  obscurity  and  indefiniteness ;  so 
that  whatever  emotions  depend  absolutely  on  imperfect- 
Bess  of  conception,  as  the  horror  of  Milton's  Death,  can- 
not be  rendered  by  art,  for  art  can  only  lay  hold  of  things 
which  have  shape,  and  destroys  by  its  touch  the  fear- 
fulness  or  pleasurableness  of  those  which  shape  have 
none. 

But  on  this  indistinctness  of  conception,  itself  com- 
paratively valueless  and  nnaffecting,  is  based  the  opera- 
tion of  the  imaginative  faculty  with  which  n.  Bat  dm  to 
we  are  at  present  concerned,  and  in  which  tu'ri'^di'™ 
its  glory  is  consummated ;  whereby,  depriv-  """^  "^  '^™- 
ing  the  subject  of  material  and  botUly  shape,  and  regard- 
ing such  of  its  qualities  only  as  it  chooses  for  particular 
purpose,  it  forges  these  qualities  together  in  such  groups 
and  forms  as  it  desires,  and  gives  to  their  abstract  being 
consistency  and  reality,  by  striking  them  as  it  were  with 
the  die  of  an  image  Ijelonging  to  other  matter,  which 
stroke  having  once  received,  they  pass  current  at  once  in 
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the  peculiar  conjunction  and  for  thfi  peculiar  valae  de- 
sired. 

Thus,  in  the  description  of  8atan  quoted  in  the  first 
chapter,  "  And  like  a  comet  bumed,"  the  bodily  shape  of 
the  angel  is  destroyed,  the  iniiaming  of  the  formless 
spirit  is  alone  regarded;  and  this,  and  his  power  of  evil 
associated  in  one  fearful  and  abstract  conception  are 
stamped  to  give  them  distinctness  and  permanence  with 
the  image  of  the  comet,  "  that  fires  the  length  of  Ophi- 
UL-huB  huge."  Tet  this  could  not  be  done,  but  that  the 
image  of  the  comet  itself  is  in  a  measure  indistinct,  capa- 
ble of  awful  expansion,  and  full  of  threatening  ajid  fear. 
Again,  iu  his  f(jl,  the  imagination  binds  up  the  thunder, 
the  resistance,  the  massy  prostration,  separates  them 
from  the  external  form,  and  binds  them  together  by  the 
help  of  that  image  of  the  mountain  half-snuk:  which 
again  would  be  unfit  but  for  its  ow-n  indistinctness,  and 
for  that  glorious  addition  "  with  all  his  pines,"  whereby 
a  vitality  and  spoar-like  hostility  are  communicated  to 
its  fjilling  form,  and  the  fall  is  marked  as  not  utter  sub- 
version, but  sinking  only,  the  pines  remaining  in  their 
uprightness,  and  unity,  and  threatening  of  darkness  upon 
the  descended  precipice:  and  again  in  that  yet  more 
noble  passage  at  the  close  of  the  fourth  book,  where 
almost  every  operation  of  the  contemplative  imagination 
is  concentrated ;  the  ajigelic  squadron  first  gathered  into 
one  burning  mass  by  the  single  expression  "sharpening 
in  mooned  horns,"  then  told  out  in  their  unity  and  mul- 
titude and  stooped  hostility,  by  the  image  of  the  wind 
upon  the  com;  Satan  endowed  with  godlike  strength 
and  endurance  in  tlmt  mighty  line,  "like  Teneriffe  or 
Atlas,  unremoved,"  with  infinitude  of  size  the  next  in- 
stant, and  with  all  the  vagueness  and  terribleness  of 
spiritual  power,  by  the  "  horror  plumed,"  and  the  "  u'/iaf 
seeinvd  both  spear  and  shield." 

The  third  function  of  fancy,  already  spoken  of  as  snb- 
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ordinate  to  this  of  the  imagination,  is  the  highest  of 
which  she  is  capable ;  like  the  imagination,  she  beholds 
in  the  things  submitted  to  her  ti-eatment 

V  ft.    The  Uilrd  of- 

thinga  different  from  the  actual ;  but  the    f^  ot  inm.^  di>- 

,-  1       !■   II  .  ■      ,1      ■  ,        linpalslwd  from 

suggestions  she  follows  ai'e  not  in  their  nat-  iniaginniiun  con- 
ure  essential  in  the  object  contemplatetl ; 
and  the  imag'es  resulting,  instead  of  illustrating,  may 
lead  the  mind  away  from  it,  and  change  the  current  of 
contemplative  feeling ;  for  as  in  her  operation  parallel  to 
imagination  penetrative,  we  saw  her  dwelling  upon  ex- 
ternal features,  while  the  nobler  sister,  faculty,  entered 
within,  so  now,  when  both,  from  what  they  see  and  know 
in  their  immediate  object,  are  conjuring  up  images  illus- 
trative or  elevator}'  of  it,  the  fancy  necessaiily  summons 
those  of  mere  external  relationship,  and  therefore  of  un- 
affecting  influence;  while  the  imagination,  by  every 
ghost  she  raises,  tells  tales  about  the  prison-house,  and 
therefore  never  loses  her  power  over  the  heart,  nor  her 
unit}'  of  emotion.  On  the  other  hand,  the  regardant  or 
contemplative  action  of  fancy  is  in  this  different  from, 
and  in  the  nobler,  than  that  mere  seizing  and  likeness- 
catching  operation  we  saw  in  her  before ;  that  when  con- 
templative, she  verily  believes  in  the  truth  of  the  vision 
she  haa  summoned,  loses  sight  of  actuality,  and  beholds 
the  new  and  spiritual  image  faithfully  and  even  sexiously ; 
whereas  l>efore,  she  summoned  no  spiritual  image,  but 
merely  caught  the  vivid  actuality,  or  the  curious  resem- 
blance of  the  real  object ;  not  that  these  two  operations 
are  separate,  for  the  fancy  passes  gradually  from  mere 
vivid  right  of  reality,  and  witty  suggestion  of  likeness, 
to  a  ghostly  sight  of  what  is  unreal :  and  through  this, 
in  proportion  as  she  begins  to  feel,  she  rises  towards  and 
partakes  of  imagination  itself,  for  imagination  and  fancy 
are  continually  united,  and  it  is  necessarv,  when  they  are 
so,  carefully  to  distinguish  the  feelingless  part,  which  is 
fancy's,  from  the  sentient  part,  which  is  imagination's. 
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Let  US  take  a  few  instances.  Here  ia  fancy,  first,  very 
beautiful,  in  her  simple  capacity  of  likeness -catching : — 

"  To-dny  we  purpose — aye,  ibis  Lour  we  mouut 
To  spur  tliree  ienguea  towards  the  Apeunine. 
Come  down,  we  pray  tbee.  ere  tlie  hot  «un  count 
Jfit  deieg  rotary  ou  the  eglantine," 

Seizing  on  the  outside  resemblances  of  bead  form,  and 
on  the  slipping  from  their  threading  bough  one  by  one, 
the  fancy  is  content  to  lose  the  heart  of  the  thiu^,  the 
solemnity  of  prayer:  or  perhaps  I  do  the  glorious  poet 
WTong  in  saying  this,  for  the  sense  of  a  sun  worship  and 
orison  in  beginning  its  race,  may  have  been  in  his  mind : 
and  so  far  as  it  was  so,  the  passage  is  imaginative  and 
not  fanciful.  But  that  which  most  readers  would  accept 
from  it,  is  the  mere  flash  of  the  external  image,  in  whose 
tmth  the  fancy  herself  does  not  yet  l»elieve  and  there- 
fore is  not  yet  contemplative.  Here,  however,  is  fancy 
believing  in  the  imagres  she  creates; — 

"  II  feeds  the  quick  growth  of  tlie  serpent-vlQe, 
And  the  dark  linked  iry  tangling  wild 
And  budding,  blown,  or  odor  t^AeA  bloome, 
Wliich  »tar  the  Mi'iutt  mth  poaiU  of  colored  t^ht 
As  tbey  rain  through  them ;  and  bright  golden  ghbet 
Offiiiit  Mtpeaded  in  Uieir  own  green  heatxn," 

It  is  not,  observe,  a  mere  likeness  that  is  caught  here: 
but  the  flowers  and  fruit  are  entirely  deprived  by  the 
fancy  of  their  material  existence,  and  contemplated  by 
her  seriously  and  faithfully  as  stars  and  worlds ;  yet  it  is 
only  external  likeness  tliat  she  catches ;  she  forces  the  re- 
semblance, and  lowers  the  dignity  of  the  adoptoil  imagre. 

Next  take  two  delicious  stanzas  of  fancy  regardant, 
(believing  in  her  creations,)  followed  by  one  of  heavenly 
imagination,  from  Wordsworth's  addi-ess  to  the  daisy : — 

"A  Nun  demure — of  lowly  port; 
Or  sprightly  maiden— of  Love's  court, 
In  thy  simplicity  the  sport 
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Of  all  temptations. 

A  Queen  in  crown  of  rubies  drest, 

A  starveling  in  a  scanty  vest, 

Are  all  as  seems  to  suit  thee  best, — 

Tby  appellations. 

I  see  tbee  glittering  from  afar, 
And  then  tbou  art  a  pretty  star, — 
Not  quite  so  fair  as  many  are 
In  heaven  above  thee. 
Tet  like  a  star,  with  glittering  crest, 
Self-poised  in  air  thou  seem'st  to  rest ; — 
May  peace  corae  never  to  his  nest 
Who  shall  reprove  thee. 

Sweet  flower — for  by  that  name  at  last. 
When  all  my  reveries  are  past, 
I  call  thee,  and  to  that  cleave  fast. 
Sweet  silent  creature. 
That  breath 'st  with  me,  in  sun  and  air, 
*Do  thou,  as  thou  art  wont,  repair 
My  heart  with  gladness,  and  a  share 
Of  thy  meek  nature." 

Observe  how  spiritual,  yet  how  wandering  and  playful 
the  fancy  is  in  the  first  two  stanzas,  and  how  far  she  flies 
from  the  matter  in  hand,  never  stopping*  |  e.  varioua  in- 
to brood  on  the  character  of  any  one  of  ■'*^<*®- 
the  images  she  summons,  and  yet  for  a  moment  truly 
seeing  and  believing  in  them  all ;  while  in  the  last 
stanza  the  imagination  returns  with  its  deep  feeling  to 
the  heart  of  the  flower,  and  "  cleaves  fast  "  to  that.  Com- 
pare the  operation  of  the  imagination  in  Coleridge,  on 
one  of  the  most  trifling  objects  that  could  possibly  have 
been  submitted  to  its  action. 

''The  thin  blue  flame 
Lies  on  my  low-burnt  fire,  and  quivers  not : 
Only  that  film  which  fluttered  on  the  grate 
Still  flutters  there,  the  sole  unquiet  thing. 
Methinks  its  motion  in  this  hush  of  nature 
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Gives  it  dim  sympathies  with  me,  who  live, 

Making  it  a  companionable  form, 

Whose  puny  flaps  and  freaks  the  idling  spirit 

By  its  own  moods  interprets ;  everywhere. 

Echo  or  mirror  seeking  of  itself. 

And  makes  a  toy  of  thought" 

Lastly,  observe  the  sweet  operation  of  fancy  regard- 
ant, in  the  following  well-known  passage  from  Scott, 
where  both  her  beholding  and  transforming  powers  are 
seen  in  their  simplicity. 

"  The  rocky  summits — split  and  rent, 
Formed  turret,  dome,  or  battlement, — 
Or  seemed  fantastically  set 
With  cupola  or  minaret 
Nor  were  these  earth-bom  castles  bare. 
Nor  lacked  they  many  a  banner  fair. 
For  from  their  shivered  brows  displayed. 
Far  o'er  th'  unfathomable  glade, 
All  twinkling  with  the  dew-drop  sheen. 
The  brier- rose  fell,  in  streamers  green, — 
And  creeping  shrubs  of  thousand  dyes 
Waved  in  the  west  wind's  summer  sighs." 

Let  the  reader  refer  to  this  passage,  with  its  pretty 
trt^mulous  conclusion  above  the  pine-tree,  "  where  glis- 
tening streamers  waved  and  danced,"  and  then  compare 
it  with  the  following,  where  the  imagination  operates  on 
a  scene  neiirly  similar.  ^ 

•*  Gray  rocks  did  peep  from  the  spare  moss,  and  stemm'd 
The  strugglinsr  brook ;  tall  spires  of  windle  strae 
Threw  their  thin  shadows  down  the  rugged  slope. 
And  nought  but  knarled  roots  of  ancient  pines. 
Branchless  and  blasteii.  clench'd  with  grasping  roots 

Th*  unwilling  soil 

A  gradual  change  was  here. 

Yet  ghastly.     For,  a9f<ut  ffMrsJUnr  <](ray, 
7^f  it*}h^>th  bfyytr  pat^rt^  atui  thf  A/uV  ffrotrs  thin 
Autf  trMU  :  ami  irh^rt  trrsidMU  rf<^irv  fye* 
Had  *kt»tw,  gUam  $tonjf  oHm  ;  jo/amm  kit  Uepi 
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Bright  flawera  depariedy  and  the  heauUiful  shade 
Of  the  green  groi>es^  with  all  their  odoroua  winds 
And  musical  motions,        .... 


Where  the  pass  extends 

Its  stony  jaws,  the  abrupt  mountain  breaks, 
And  seems  with  its  accumulated  crags 
To  overhang  the  world  ;  for  wide  expand 
Beneath  the  wan  stars,  and  descending  moon. 
Islanded  seas,  blue  mountains,  mighty  streams, 
Dim  tracts  and  vast,  robed  in  the  lustrous  gloom 
Of  leaden-colored  even,  and  fery  hills 
Mingling  their  flames  with  tmlight  on  the  verge 
Of  the  remote  horizon.     The  near  scene 
In  naked,  and  severe  simplicity 
Made  contrast  with  the  universe.     A  pine 
Rock-rooted,  stretch'd  athwart  the  vacancy 
Its  swinging  boughs,  to  each  inconstant  blasts 
Yielding  one  only  response  at  each  pause , 
In  most  familiar  cadence,  with  the  howl, 
The  thunder,  and  the  hiss  of  homeless  streams, 
Mingling  its  solemn  song." 

In  this  last  passage,  the  mind  never  departs  from  its 
solemn  possession  of  the  solitary  scene,  the  imagination 
only  giving  weight,  meaning,  and  strange  human  sym- 
pathies to  all  its  sights  and  sounds. 

In  that  from  Scott,* — the  fancy,  led  away  by  the  out- 
side resemblance  of  floating  form  and  hue  to  the  banners, 
loses  the  feeling  and  possession  of  the  scene,  and  places 
herself  in  circumstances  of  character  completely  opposite 

♦  Let  it  not  be  supposed  that  I  mean  to  compare  the  sickly  dream- 
ing of  Shelley  over  clouds  and  waves  with  the  masculine  and  magni- 
ficent grasp  of  men  and  things  which  we  find  in  Scott ;  it  only  happens 
that  these  two  passages  are  more  illustrative,  by  the  likeness  of  the 
scenery  they  treat,  than  any  others  I  could  have  opposed  ;  and  that 
Shelley  is  peculiarly  distinguished  by  the  faculty  of  contemplative 
imagination.  Scott's  healthy  and  truthful  feeling  would  not  allow 
him  to  represent  the  benighted  hunter  provoked  by  loss  of  game, 
horse,  and  way  at  once,  as  indulging  in  any  more  exalted  flights  of 
imagination  than  those  naturally  consequent  on  the  contrast  between 
the  night's  lodging  he  expected,  and  that  which  befitted  him. 
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to  the  qiiietness  and  grandeur  of  the  naturaJ  objects; 
this  would  have  been  unjimtifiable,  bat  that  the  resem- 
blance occurs  to  the  mind  of  the  monarch,  rather  than  to 
that  of  the  poet:  and  it  ia  that,  which  of  all  others, 
would  have  buen  the  most  likely  to  occur  at  the  time ; 
in  thia  point  of  view  it  has  high  imaginative  propriety. 
Of  the  same  fanciful  character  is  that  transformation  of 
the  tree  trunks  into  dragons  noticed  before  in  Turner's 
Jason !  and  in  the  same  way  this  becomes  imaginative  as 
it  exhibits  the  effect  of  fear  in  disposing  to  morbid  per- 
ception. Compare  with  it  the  real  and  high  action  of  the 
imagination  on  the  same  matter  in  Wordsworth's  Tew 
trees  (which  I  cousider  the  most  vigorous  and  solemn 
bit  of  forest  landscape  ever  painted) : — 

"  Each  particular  trunk  a  growth 
Of  iiitertwiated  fibrea  serpentine. 
Up  coiling  and  inveleralely  convolved, 
Nor  uninformed  tnith  Phantasg,  and  loolll 
Tliat  threaten  the  profane." 

It  is  too  long  to  quote,  but  the  reader  should  refer  to 
it :  let  him  note  especiiilly,  if  painter,  that  pure  touch  of 
color,  "  by  sheddings  from  the  pining  umbrage  tinged." 

In  the  same  way,  the  blasted  trunk  on  the  left,  in  Tur- 
ner's drawing  of  the  spot  where  Harold  fell  at  the  battle 
of  Hastings,  takes,  where  its  boughs  first  separate,  the 
shape  of  the  head  of  an  arrow ;  this,  which  is  mere  fancy 
in  itself,  is  imagination  as  it  supposes  in  the  spectator 
an  excited  condition  of  feeling  dependent  on  the  history 
of  the  spot. 

I  have  been  led  perhaps  into  too  great  detail  in  illus- 
trating these  points ;  but  I  think  it  is  of  no  small  impor- 
IT.  Morbiflor  t^ii^e  to  provc  how  iu  all  cases  the  imagi- 
DBTToug  fuiey.  nation  is  based  upon,  and  appeals  to,  a 
deep  heart  feeling ;  and  how  faithful  and  earnest  it  is  in 
contemplation  of  the  subject  matter,  never  losing  sight 
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of  it,  or  disgiiisiiifj  it,  but  depriving  it  of  extraneous  and 
material  accidents,  and  regarding  it  in  its  disembodied 
essence.  I  have  not,  however,  aiifliciently  noted  in  oppo- 
sition to  it,  that  diseased  action  of  the  fancy  which  de- 
pends more  on  ner\'ouB  tempewiment  than  intellectual 
power ;  and  which,  as  in  dreaming,  fever,  insanity,  and 
other  morbid  conditions  of  minii,  is  frequently  a  source 
of  daring  aud  inventive  conception  ;  and  so  the  visionary 
appearances  resulting  from  various  disturbances  of  the 
frame  by  passion,  and  from  the  rapid  tendency  of  the 
mind  to  invest  with  shape  and  intelligence  the  active  in- 
Huences  about  it,  as  in  the  viuious  demons,  spirits,  and 
fairies  of  all  imaginative  nations  ;  which,  however,  I  con- 
aider  are  no  more  to  be  ranked  as  right  creations  of  fancy 
or  imagination  than  things  actually  seen  and  heard ;  for 
the  action  of  the  nerves  is  I  suppose  the  same,  whether 
externally  caused,  or  from  within,  although  very  grand 
imagination  may  be  shown  by  the  intellectual  anticipa- 
tion and  realization  of  such  impressions;  as  in  that 
glorious  vignette  of  Turner's  to  the  voyage  of  Columbus. 
"  Slowly  along  the  evening  sky  they  went."  Note  espe- 
cially therein,  how  admirably  true  to  the  natural  form, 
and  yet  how  suggestive  of  the  battlement  he  has  ren- 
dered the  level  Hake  of  evening  clontl. 

I  believe  that  it  ia  onnecessary  for  me  to  enter  into 
farther  detail  of  illustration  respecting  these  points ;  for 
fuller  explanation  of  the  operations  of  the 
contemplative  faculty  on  things  verbally  ot  coawmpiMire 
expressible,  the  reader  may  be  referred  to  lo  be  eipnSiied'bj 
Wordsworth's  preface  to  his  poems :  it  only  "^ 
remains  for  us,  here,  to  examine  how  far  this  imaginative 
or  abstract  conception  ia  to  be  conveyed  by  the  material 
art  of  the  sculptor  or  the  painter. 

Now,  it  ia  evident  that  the  bold  action  of  either  the 
fancy  or  the  imagination,  dependent  on  a  bodiless  and 
spiritoal  image  of  the  object,  is  not  to  be  by  linea  or  col- 
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ora  represented.  We  caiinot,  in  the  painting:  of  Satan 
fallen,  suggest  any  ima^e  of  pines  or  crags,— neither  can 
we  assimilate  the  brier  and  the  banner,  uor  ^ve  human 
sympathy  to  the  motion  of  the  film,  nor  voice  to  the 
swinging  of  the  pines. 

Yet  certain  powers  there  are,  within  due  limits,  of 
marking  the  thing  represented  with  an  ideal  character ; 
.  „  ,       and  it  was  to  these  powers  that  I  alluded 

f  •.  Empl  aadfiT      _  .  ' , 

j«t™  iimus—  111  defining  the  meaning  of  the  term  ideal, 
dBriaji  "'  'onn  in  the  thirteenth  chapter  of  the  preceding 
section.  For  it  is  by  this  operation  that 
the  productions  of  high  art  are  separated  from  those  of 
the  realist. 

And,  first,  there  is  oridently  capability  of  separating 
color  and  form,  and  considering  either  separately.  Form 
we  find  abstractedly  considered  by  the  sculptor,  how  far 
it  would  be  possible  to  advantage  a  statue  by  the  addi- 
tion of  color,  I  venture  not  to  affirm  ;  the  question  is  too 
extensive  to  be  here  discussed.  High  authorities  and 
ancient  practice  are  in  favor  of  color ;  so  the  sculpture 
of  the  middle  ages :  the  two  statues  of  Mi  no  da  Fiesole 
in  the  church  of  St".  Caterina  at  Pisa  have  been  colored, 
the  irises  of  the  eyes  painted  t^lark,  and  the  hair  gilded, 
as  also  I  think  the  Madonna  in  St".  Maria  della  Spina : 
the  eyes  have  been  painted  in  the  sculptures  of  Oroafrna 
in  Or  San  Miehele,  but  it  looks  like  a  remnant  of  barbar- 
ism, (compare  the  pulpit  of  Guida  da  Como,  in  the 
church  of  San  Bartolomeo  at  Pistoja,)  and  I  have  never 
seen  color  on  any  solid  forms,  that  did  not,  to  my  mind, 
neutnilize  all  other  power ;  the  p(3rcelains  of  Luca  della 
Robbia  are  painful  examples,  and  in  lower  art,  Floren- 
tine  mosaic  in  rebef ;  gilding  is  more  atbnissible,  and 
tells  sometimes  sweetly  upon  figures  of  quaint  design, 
as  on  the  pulpit  of  8t'.  Maria  Novella,  while  it  spoils  tho 
classical  ornaments  of  the  mouldings.  But  the  truest 
grandeur  of  sculpture  I  believe  to  be  in  the  white  form ; 
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something  of  this  feeling  may  be  owing  to  the  difficulty, 
or  rather  the  impossibility,  of  obtaining  truly  noble 
color  upon  it,  but  if  we  could  color  the  Elgin  marbles 
with  the  flesh  tint  of  Giorgione,  I  had  rather  not  have 
it  done. 

Color,  without  form,  ia  lesa  frequently  obtainable,  and 
it  may  be  doubted  whether  it  be  desirable ;  yet  I  think 
that  to  the  full  enjoyiueiit  of  it,  a  certain  „  (,,  ,oio, 
abandonment  of  form  is  necessary;  some-  without (onn. 
times  by  reducing  it  to  the  shapeless  glitter  of  the  gem, 
as  often  Tintoret  and  Bassano :  sometimes  by  loss  of 
outline  and  blending  of  parts,  as  Turner;  sometimes  by 
flatness  of  mass,  as  often  Gior^one  and  Titian.  How 
far  it  is  possible  for  the  painter  to  represent  thoae  moun- 
tains of  Shelley  as  the  poet  sees  them,  "  mingling  tlieir 
flames  with  twilight,"  I  cannot  say ;  but  my  impression 
is,  that  there  is  no  true  abstract  mode  of  considermg 
color;  and  that  all  the  loss  of  form  in  the  works  of 
Titian  or  Turner,  is  not  ideal,  but  tlie  representation  of 
the  natural  conditions  nnder  which  bright  color  ia  seen ; 
for  form  is  always  in  a  measure  lost  by  nature  herself 
when  color  ia  very  vivid. 

Again,  there  is  capability  of  representing  the  essential 
character,  form,  and  color  of  an  object,  without  external 
texture.  On  this  point  mach  has  been  ,  ^^  or  ot  boih 
said  by  ReynoUls  and  others,  and  it  is,  in-  "i"''«u  leiiore. 
deed,  perhaps  the  most  unfailing  characteristic  of  great 
manner  in  painting.  Compare  a  dog  of  Edwin  Landseer 
with  a  dog  of  Paul  Veronese.  In  the  first,  the  ontward 
texture  is  wrought  out  with  exquisite  dexterity  ot  hand- 
ling, and  minute  attention  to  all  the  accidenta  of  curl 
and  gloss  which  can  give  appearance  of  reality,  while  the 
hue  and  power  of  the  sunshine,  and  the  truth  of  the 
ahadow  on  all  these  forms  is  necessarily  neglected,  and 
the  large  relations  of  the  animal  as  a  mass  of  color  to  the 
sky  or  ground,  or  other  parts  of  the  picture,  utterly  lost. 
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This  is  realism  at  the  expense  of  ideality,  it  is  treatment 
essentially  unimaginative.*  With  Veronese,  there  is  no 
curling  nor  crisping,  no  glossiness  nor  sparkle,  hardly 
even  hair,  a  mere  type  of  hide,  laid  on  with  a  few  scene- 
painter's  touches.  But  the  essence  of  dog  is  there,  the 
entire  magnificent,  generic  animal  type,  muscular  and 
living,  andwTth  bW,  pure,  sunny  daylight  upon  him, 
and  bearing  his  true  and  harmonious  relation  of  color  to 
all  color  about  him.    This  is  ideal  treatment. 

The  same  treatment  is  foimd  in  the  works  of  all  the 
greatest  men,  they  all  paint  the  lion  more  than  his  mane, 
and  the  horse  rather  than  his  hide ;  and  I  thing  also  they 
are  more  careful  to  obtain  the  right  expression  of  large 
and  universal  light  and  color,  than  local  tints ;  for  the 
warmth  of  sunshine,  and  the  force  of  sun-lighted  hue  are 
always  sublime  on  whatever  subject  they  may  be  ex- 
hibited; and  so  also  are  light  and  shade,  if  grandly 
arranged,  as  may  be  well  seen  in  an  etching  of  Rem- 
brandt's of  a  spotted  shell,  which  he  has  made  altogether 
sublime  by  broad  truth  and  large  ideality  of  light  and 
shade ;  and  so  I  have  seen  frequent  instances  of  very 
grand  ideality  in  treatment  of  the  most  commonplace 
still  life,  by  our  o\s\i  Hunt,  where  the  petty  glosses  and 
delicacies,  and  minor  forms,  are  all  merged  in  a  broad 
glow  of  suffused  color ;  so  also  in  pieces  of  the  same 
kind  by  Etty,  where,  however,  though  the  richness  and 
play  of  color  are  gix>ater,  and  the  aiTangement  grander, 
there  is  less  expression  of  light,  neither  is  there  any- 
thing in  modem  art  that  can  be  set  beside  some  choice 
passages  of  Hunt  in  this  respect. 

*  I  do  not  mean  to  withdraw  the  praise  I  have  given,  and  shall  al- 
ways be  willing  to  give  such  pictures  as  the  Old  Shepherd's  Chief 
Mourner,  and  to  all  in  which  the  character  and  inner  life  of  animals 
are  developed.  But  all  lovers  of  art  must  regret  to  find  Mr.  Landsecr 
wasting  his  energies  on  such  inanities  as  the  **  Shoeing,"  and  sacrific- 
ing color,  expression,  and  action,  to  an  imitation  of  glossy  hide. 
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Again,  it  is  possible  to  represent  objects  capable  of 
various  accidents  in  a  generic  or  symbolical  form. 

How  far  this  may  be  done  with  things  having  neces- 
sary form,  as  animals,  I  am  not  prepared  to  say.  The 
lions  of  the  Egyptian  room  in  the  British  |  w.  Abftraction 
Museum,  and  the  fish  beside  Michael  An-  ^nSSi^oV^^- 
gelo's  Jonah,  are  instances :  and  there  is  ™**  '**"°' 
imaginative  power  about  both  which  we  find  not  in 
the  more  perfectly  realized  Florentine  boar,  nor  in  Kaf- 
faelle*s  fish  of  the  draught.  And  yet  the  propriety  and 
nobility  of  these  types  depend  on  the  architectural  use 
and  character  of  the  one,  and  on  the  typical  meaning 
of  the  other :  we  should  be  grieved  to  see  the  forms  of 
the  Egyptian  lion  substituted  for  those  of  Raffaelle's  in 
its  struggle  with  Samson,  nor  would  the  whale  of 
Michael  Angelo  be  tolerated  in  the  nets  of  Gennesaret. 
So  that  I  think  it  is  only  when  the  figure  of  the  creature 
stands  not  for  any  representation  of  vitality,  but  merely 
for  a  letter  or  type  of  cei^tain  symbolical  meaning,  or  else 
is  adopted  as  a  grand  form  of  decoration  or  support  in 
architecture,  that  such  generalization  is  allowable,  and 
in  such  circumstances  I  think  it  necessary,  always  pro- 
vided it  bo  based,  as  in  the  instances  given  I  conceive  it 
to  be,  upon  thorough  knowledge  of  the  creature  symbo- 
lized and  wrought  out  by  a  master  hand;  and  these 
conditions  being  observed,  I  believe  it  to  be  right  and 
necessary  in  architecture  to  modify  all  an- 

•  •  m  i^iiij^  tl8.  Either  when 

imal  forms  by  a  severe  architectural  stamp>    it  is  BymboUcaiiy 

used 

and  in  symbolical  use  of  them,  to  adopt  a 
typical  form,  to  which  practice  the  contrary,  and  its  evil 
consequences  are  ludicrously  exhibited  in  the  St.  Peter 
of  Carlo  Dolci  in  the  Pitti  palace,  which  owing  to  the 
prominent,  glossy -plumed  and  crimson-combed  cock,  is 
liable  to  be  taken  for  the  portrait  of  a  poulterer,  only  let 
it  be  observed  that  the  treatment  of  the  animal  form 
here  is  oflfensive,  not  only  from  its  realization,  but  from 
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the  pettiness  and  meanness  of  its  realization ;  for  it 
might,  in  other  bands  but  Carlo  Dolci's,  have  been  a 
sublime  cock,  though  a  real  one,  but  in  his,  it  is  fit  for 
nothing  but  the  spit.  Compare  oa  an  example  partly  of 
symbolical  treatment,  partly  of  magnificent  realization, 
that  sapcrnatoral  lion  of  Tintoret,  in  the  picture  of  the 
Doge  Loredano  before  the  Madonna,  with  the  plumes  of 
his  mighty  wings  clashed  together  in  cloudlike  repose, 
and  the  strength  of  the  sea  winils  shut  within  theii-  fold- 
ing. And  note  farther  the  difference  between  the  typi- 
cal use  of  the  animal,  a&  in  this  case,  and  that  of  the  fish 
of  Jonah,  and  (again  the  fiah  before  mentioned  whose 
form  is  indicated  in  the  clouds  of  the  baptism),  and  the 
actual  occurrence  of  the  creature  itself,  with  concealed 
meaning,  as  the  ass  colt  of  the  crucifixion,  which  it  was 
necessary  to  paint  as  such,  and  not  as  an  ideal  form. 

I  cannot  enter  here  into  the  qnestion  of  the  exact  de- 
gree of  severity  and  abstraction  necessary  in  the  forms 
hi  "^^  living  things  architecturally  employed ; 
tecton]  decora-  my  own  feeling  on  the  subject  is,  though 
I  dare  not  lay  it  down  as  a  principle, 
(with  the  Parthenon  pediment  standing  against  me  like 
the  shield  of  Ajax,)  that  no  perfect  representation  of 
animal  form  is  right  in  architectural  decoration.  For  my 
own  part,  I  had  much,  rather  see  the  metopes  in  the 
Elgin  room  of  the  British  Museum,  and  the  Parthenon 
without  them,  than  have  them  together,  and  I  would  not 
snrrender,  in  an  architectural  point  of  view,  one  mighty 
line  of  the  colossal,  quiet,  life-indeath  statue  mountains 
in  Egypt  with  their  narrow  fixed  eyes  and  hands  on 
their  rocky  limbs,  nor  one  Romanesque  facade  with  its 
porphyry  mosaic  of  indefinable  monsters,  nor  one  Oiothic 
moulding  of  rigid  saints  and  grinning  goblins,  for  ten 
Parthenons  ;  and,  I  believe,  I  could  show  some  rational 
ground  for  this  seeming  barbarity  if  this  were  the  place 
to  do  BO,  but  at  present  I  can  only  ask  the  reader  to 
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compare  the  effort  of  the  so-called  barbaroae  ancient 
mosaics  on  the  front  of  St.  Mark's,  as  they  have  bocn  re- 
eorded,  happily,  by  the  faitlifulneas  of  the  good  Gentile 
Bellini,  in  one  of  his  pictures  now  in  the  Venice  gallery, 
with  the  veritably  barbarous  pictorial  substitutions  of 
the  fifteenth  century,  (one  only  of  the  old  mosaics  re- 
mains, or  did  remain  till  lately,  over  the  northern  door, 
but  it  is  probably  by  this  time  torn  down  by  some  of  the 
Venetian  committees  of  taste,)  and  also  I  would  have  the 
ohl  portions  of  the  interior  ceiling,  or  of  the  mosaics  of 
Murano  and  Torcello,  and  the  glorious  Cimabue  mosaic 
of  Piaa,  and  the  roof  of  the  Baptistery  at  Parma,  (that  of 
the  Florence  Baptistery  is  a  bad  example,  owing  to  its 
crude  whites  and  complicated  mosaic  of  small  forms,)  all 
of  which  are  as  barbarous  as  they  con  weU  be,  in  a  certain 
sense,  but  mighty  in  their  barbarism,  with  any  architec- 
tural decorations  whatsoever,  consisting  of  professedly 
perfect  animal  forms,  from  the  vilo  frescoes  of  Federigo 
Zuccaro  at  Florence  to  the  ceiling  of  the  Sistiae,  and 
again  compare  the  profeasedly  perfect  sculpture  of  Milan 
Cathedral  with  the  statues  of  the  porches  %  15.  EicopOon 
of  Chartres ;  only  be  it  always  observed  l^^^f^iS- 
that  it  is  not  rudeness  and  ignorance  of  art,  "*"'■ 
but  intellectually  awful  abstraction  that  I  uphold,  and 
also  be  it  noted  that  in  all  ornament,  which  takes  place 
in  the  general  effect  merely  as  so  much  fretted  stone,  in 
capitals  and  other  pieces  of  minute  detail,  the  forms  may 
be,  and  perhaps  ought  to  be,  elaborately  imitative ;  and 
in  this  respect  again,  the  capitals  of  St.  Mark's  church, 
and  of  the  Doge's  palace  at  Venice  may  be  an  example  to 
the  architects  of  all  the  world,  in  their  boundless  inven- 
tiveness, unfailing  elegance,  and  elaborate  finish;  there 
is  more  mind  poiired  out  in  turning  a  single  angle  of  that 
church  than  would  serve  to  build  a  modem  cathedral  -,  * 

"1  have  not   brouglil   forwnrrt  any  inatances  of    the  Imaginative 
power  in  archi lecture,  as  xay  object  is  not  at  present  to  exhibit  its 
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and  of  the  careful  finish  of  the  work,  this  may  serre 
for  exami:)le,  that  one  of  the  capitals  of  the  Dog-e's  pal- 
ace is  formed  of  eight  heads  of  different  animals,  of 
which  one  is  a  bear's  with  a  honeycomb  in  the  mouth, 
whose  carved  cdh  are  Ivexcujonal. 

So  far,  then,  of  the  abstraction  proper  to  architecture, 
and  to  symbolical  uses,  of  which  I  shall  have  occasion  to 
f  16.  Abntractian  speak  hereafter  at  length,  referring  to  it 
ta?^ftScioV°3  only  at  present  as  one  of  the  operations  of 
materiau,  imagination  contemplative ;  other  abstrac- 

tions there  are  which  are  necessarily  consequent  on  the 
imperfection  of  materials,  as  of  the  hair  in  sculpture, 
which  is  necessarily  treated  in  masses  that  are  in  no  sort 
imitative,  but  only  stand  for  hair,  and  have  the  grace, 
flow,  and  feeling  of  it  without  the  texture  or  division, 
and  other  abstractions  there  are  in  which  the  form  of  one 
thing  is  fancifully  indicated  in  the  matter  of  another ; 
as  in  i)hantoms  and  cloud  shapes,  the  use  of  which, 
in  mighty  hands,  is  often  most  impressive,  as  in  the 
cloudy  charioted  Apollo  of  Nicolo  Poussin  in  our  own 
gallery,  which  the  reader  may  oppose  to  the  substantial 
Apollo,  in  Wilson's  Niobe,  and  again  the  phantom  vign- 
ette of  Turner  already  noticed ;  only  such  operations  of 
the  imagination  are  to  be  held  of  lower  kind  and  diui- 
gerous  consequence,  if  frequently  trusted  in,  for  those 
painters  only  have  the  right  imaginative  power  who  can 
set  the  supernatural  form  before  us  fleshed  and  boned 

operation  in  all  matter,  but  only  to  define  its  essence  ;  but  it  may  be  well 
to  note,  in  our  own  new  houses  of  Parliament,  how  far  a  building  ap- 
proved by  a  committee  of  Taste,  may  proceed  without  manifestation 
either  of  imagination  or  composition  ;  it  remains  to  be  seen  how  far 
the  towers  may  redeem  it ;  and  I  allude  to  it  at  present  unwillingly, 
and  only  in  the  desire  of  influencing,  so  far  as  I  may,  those  who  have 
the  power  to  prevent  the  adoption  of  a  design  for  a  bridge  to  take  the 
place  of  Westminster,  which  was  exhibited  in  1844  at  the  Royal 
Academy,  professing  to  be  in  harmony  with  the  new  building,  but 
which  was  fit  only  to  carry  a  railroad  over  a  canal. 
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like  ourselves.*  Other  abstractions  occur,  frequently,  of 
things  which  have  much  accidental  variety  of  form,  as  of 
waves,  on  Greek  sculptures  in  successive       .  .^ 

-  ,  -I      1.     1        -I         «ii         •  i  •  •  1^-  Abstractions 

volutes,  and  of  clouds  often  m  supporting:    of  things  capable 

-  .       ji  -I      •    i  1      i   i-i  of  varied  acddent 

volumes  in  the  sacred  pictures ;  but  these  are  not  imagin- 
I  do  not  look  upon  as  results  of  imagina- 
tion at  all,  but  mere  signs  and  letters ;  and  whenever  a 
very  highly  imaginative  mind  touches  them,  it  always 
realizes  as  far  as  may  be.  Even  Titian  is  content  to  use 
at  the  top  of  his  St.  Pietro  Martiri,  the  conventional, 
round,  opaque  cloud,  which  cuts  his  trees  open  like  a 
gouge ;  but  Tintoret,  in  his  picture  of  the  Golden  Calf, 
though  compelled  to  represent  the  Sinai  under  conven- 
tional form,  in  order  that  the  receiving  of  the  tables 
might  be  seen  at  the  top  of  it,  yet  so  soon  as  it  is  possi- 
ble to  give  more  truth,  he  is  ready  with  it ;  he  takes  a 
grand  fold  of  horizontal  cloud  straight  from  the  flanks 
of  the  Alps,  and  shows  the  forests  of  the  mountains 
through  its  misty  volumes,  like  sea- weed  through  deep 
sea.f  Nevertheless,  when  the  realization  is  impossible, 
bold  symbolism  is  of  the  highest  value,  %  is.  Yet  some- 
and  in  religious  art,  as  we  shall  presently  **™"  ▼ainaWe. 
see,  even  necessary,  as  of  the  rays  of  light  in  the  Titian 
woodcut  of  St.  Francis  before  noticed;  and  sometimes 
the  attention  is  directed  by  some  such  strange  form  to 
the  meaning  of  the  image,  which  may  be  missed  if  it  re- 
mains in  its  natural  purity,  (as,  I  suppose,  few  in  looking 
at  the  Cephalus  and  Procris  of  Turner,  note  the  sympa- 
thy of  those  faint  rays  that  are  just  drawing  back  and 
dying  between  the  trunks  of  the  far-off  forest,  with  the 
ebbing  life  of  the  nymph ;  unless,  indeed,  they  happen 
to  recollect  the  same  sympathy  marked  by  Shelley  in  the 

♦  Comp.  Ch.  V.  §  5. 

t  All  the  clouds  of  Tintoret  are  sublime  ;  the  worst  that  I  know  in 
art  are  Correggio's,  especially  in  the  Madonna  della   Scudella,  and 
Dome  of  Parma. 
80 
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Alastor ;)  but  the  imagination  is  not  shown  in  any  such 
modifications ;  however,  in  some  cases  they  may  be  valu- 
able, (in  the  Cephalus  they  would  be  utterly  destructive,) 
and  I  note  them  merely  in  consequence  of  their  peculiar 
use  in  religious  art,  presently  to  be  examined. 

The  last  mode  we  have  here  to  note  in  which  the 
imagination  regardant  may  be  expressed  in  art  is  ex- 
„  ,^    ^  aggeration,  of  which,  as  it  is  the  vice  of 

6    !•.    Exaggera-  , 

ti<m.    Its  law  B    all  bad  artists,  and  may  be  constantly  re- 

aad  limits.    First,  ,  .  .  *^  .         •^. 

in  scale  of  repre-    sorted  to  without  any  warrant  of  ima^dna- 

sentatioD.  ... 

tion,  it  IS  necessary  to  note  strictly  the 
admissible  limits. 

In  the  first  place,  a  colossal  statue  is  necessarily  no 
more  an  exaggeration  of  what  it  represents  than  a  min- 
iature is  a  diminution,  it  need  not  be  a  representation  of 
a  giant,  but  a  representation,  on  a  large  scale,  of  a  man ; 
only  it  is  to  be  observed,  that  as  any  plane  intersecting 
the  cone  of  rays  between  us  and  the  object,  must  re- 
ceive an  image  smaller  than  the  object ;  a  small  image 
is  rationally  and  completely  expressive  of  a  larger  one ; 
but  not  a  large  of  a  small  one.  Hence  I  think  that  all 
statues  above  the  Elgin  standard,  or  that  of  Michael 
Angelo's  Night  and  Morning,  are,  in  a  measure,  taken 
by  the  eye  for  representations  of  giants,  and  I  think 
them  always  disagreeable.  The  amount  of  exaggera- 
tion admitted  by  Michael  Angelo  is  valuable  because  it 
separates  the  emblematic  from  the  human  form,  and 
gives  greater  freedom  to  the  grand  lines  of  the  frame ; 
for  notice  of  his  scientific  system  of  increase  of  size  I 
may  refer  the  reader  to  Sir  Charles  Bell's  remarks  on 
the  statues  of  the  Medici  chapel ;  but  there  is  one  cir- 
cumstance which  Sir  Charles  has  not  noticed,  and  in 
the  interpretation  of  which,  therefore,  it  is  likely  I  may 
be  myself  wrong;  that  the  extremities  are  singularly 
small  in  proportion  to  the  limbs,  by  which  means  there 
is  an  expression  given  of  strength  and  activity  greater 
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than  in  the  ordinary  human  type,  which  appears  to  me 
to  be  an  allowance  for  that  alteration  in  proportion 
necessitated  by  increase  of  size,  of  which  we  took  note 
in  Chap.  VI.  of  the  first  section,  §  10,  note ;  not  but  that 
Michael  Angelo  always  makes  the  extremities  com- 
paratively small,  but  smallest,  comparatively,  in  his 
largest  works ;  so  I  think,  from  the  size  of  the  head,  it 
may  be  conjectured  respecting  the  Theseus  of  the  El- 
gins.  Such  adaptations  are  not  necessary  when  the 
exaggerated  image  is  spectral :  for  as  the  laws  of  mat- 
ter in  that  case  can  have  no  operation,  we  may  expand 
the  form  as  far  as  we  choose,  only  let  careful  distinction 
be  made  between  the  size  of  the  thing  represented,  and 
the  scale  of  the  representation.  The  canvas  on  which 
Fuseli  has  stretched  his  Satan  in  the  schools  of  the 
Eoyal  Academy  is  a  mere  concession  to  inability.  He 
might  have  made  him  look  more  gigantic  in  one  of  a 
foot  square. 

Another  kind  of  exaggeration  is  of  things  whose  size 
is  variable  to  a  size  or  degree  greater  than  that  usual 
with  them,  as  in  waves  and  mountains ;  and    .  ^     «      ^, 

,  i   90.      Secondly, 

there  are  hardly  any  limits  to  this  exag-    of  thJn^  capable 

•^         ^  ~^       of  variety  of  scale. 

geration  so  long  as  the  laws  which  nature 
observes  in  her  increase  be  observed.  Thus,  for  instance : 
the  form  and  polished  surface  of  a  breaking  ripple  three 
inches  high,  are  not  representation  of  either  the  form  or 
the  surface  of  the  surf  of  a  storm,  nodding  ten  feet  above 
the  beach ;  neither  would  the  cutting  ripple  of  a  breeze 
upon  a  lake  if  simply  exaggerated,  represent  the  forms 
of  Atlantic  surges ;  but  as  nature  increases  her  bulk,  she 
diminishes  the  angles  of  ascent,  and  increases  her  divi- 
sions ;  and  if  we  would  represent  surges  of  size  greater 
than  ever  existed,  which  it  is  lawful  to  do,  we  must  carry 
out  these  operations  to  still  greater  extent.  Thus,  Tur- 
ner,  in  his  picture  of  the  Slave  Ship,  di^ades  the  whole  sea 
into  two  masses  of  enormous  swell,  and  conceals  the  hori- 
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zon  by  a  gradual  slope  of  only  two  or  three  degrees.  This 
is  intellectual  exaggeration.  In  the  Academy  exhibition 
of  1843,  there  was,  in  one  of  the  smaller  rooms,  a  black 
picture  of  a  storm,  in  which  there  appeared  on  the  near 
sea,  just  about  to  .be  overwhelmed  by  an  enormous 
breaker,  curling  right  over  it,  an  object  at  first  sight 
liable  to  be  taken  for  a  walnut  shell,  but  which,  on  close 
examination,  proved  to  be  a  ship  with  mast  and  sail,  with 
Christ  and  his  twelve  disciples  in  it.  This  is  childish 
exaggeration,  because  it  is  impossible,  by  the  laws  of 
matter  and  motion,  that  such  a  breaker  should  ever  ex- 
ist. Again  in  mountains  we  have  repeatedly  observed 
the  necessary  building  up  and  multitudinous  division  of 
the  higher  peaks,  and  the  smallness  of  the  slopes  by 
which  they  usually  rise.  We  may,  therefore,  build  up 
the  mountain  as  high  as  we  please,  but  we  must  do  it  in 
nature's  way,  and  not  in  impossible  peaks  and  precipices ; 
not  but  that  a  daring  feature  is  admissible  here  and  there, 
as  the  Matterhom  is  admitted  by  nature ;  but  we  must 
not  compose  a  picture  out  of  such  exceptions ;  we  may  use 
them,  but  they  must  be  as  exceptions  exhibited.  I  shall 
have  much  to  say,  when  we  come  to  treat  of  the  sublime, 
of  the  various  modes  of  treating  mountain  form,  so  that  at 
present  I  shall  only  point  to  an  imfortunate  instance  of 
inexcusable  and  eflPectless  exaggeration  in  the  distance  of 
Turner's  vignette  to  Milton,  (the  temptation  on  the 
mountain,)  and  desire  the  reader  to  compare  it  with  legi- 
timate exaggeration,  in  the  \dgnette  to  the  second  part  of 
Jacqueline,  in  Rogers's  poems. 

Another  kind  of  exaggeration  is  necessary  to  retain  the 
characteristic  impressions  of  nature  on  reduced  scale  ;  it 

is  not  possible,  for  instance,  to  give   the 

121.  Thirdly,  nee-     i--,  --i  .. 

essary  in  expros-    leafage  of  trecs  in  its  proper  proportion, 

rion  of  character-         i  Ji       j  it  •%  -.i 

iBtic  feaiureB  on    whcu  the  trecs  represented  are  large,  vmh- 

dimlnished  scale.  i.        i  •      i      i       •         i.i_    -  ^  ^  -i 

out  entirely  losing  their  grace  of  form  and 
curvature ;  of  this  the  best  proof  is  f oimd  in  the  Calo- 
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type  or  Dagruerreotype,  which  fail  in  foliage,  not  only 
because  the  green  rays  are  ineffective,  but  because,  on 
the  small  scale  of  the  image,  the  reduced  leaves  lose  their 
organization,  and  look  like  moss  attached  to  sticks.  In 
order  to  retain,  therefore,  the  character  of  flexibility  and 
beauty  of  foliage,  the  painter  is  often  compelled  to  in- 
crease the  proportionate  size  of  the  leaves,  and  to  ar- 
range them  in  generic  masses.  Of  this  treatment  com- 
pare the  grand  examples  throughout  the  Liber  Studi- 
orum.  It  is  by  such  means  only  that  the  ideal  character 
of  objects  is  to  be  preserved ;  as  we  before  observed  in 
the  13th  chapter  of  the  first  section.  In  all  these  cases 
exaggeration  is  only  lawful  as  the  sole  means  of  arriving 
at  truth  of  impression  when  strict  fidelity  is  out  of  the 
question. 

Other  modes  of  exaggeration  there  are,  on  which  I 
shall  not  at  present  farther  insist,  the  proper  place  for 
their  discussion  being  in  treating  of  the  sublime,  and 
these  which  I  have  at  present  instanced  are  enough  to 
establish  the  point  at  issue,  respecting  imaginative 
verity,  inasmuch  as  we  find  that  exaggeration  itself,  if 
imaginative,  is  referred  to  principles  of  truth,  and  of 
actual  being. 

We  have  now,  I  think,  reviewed  the  various  modes  in 
which  imagination  contemplative  may  be  exhibited  in 
art,  and  arrived  at  all  necessary  certain-  |  ^  Recapitnia- 
ties  respecting  the  essence  of  the  faculty :  *^°°- 
which  we  have  found  in  all  its  three  functions,  associa- 
tive of  truth,  penetrative  of  truth,  and  contemplative  of 
truth;  and  having  no  dealings  nor  relations  with  any 
kind  of  falsity.  One  task,  however,  remains  to  us, 
namely,  to  observe  the  operation  of  the  theoretic  and 
imaginative  faculties  together,  in  the  attempt  at  reali- 
zation to  the  bodily  sense  of  beauty  supernatural  and 
divine. 


CHAPTEE  V. 

OP  THE  SUPERHUMAN   IDEAL. 

In  our  investigation  in  the  first  section  of  the  laws  of 
beauty,  we  confined  ourselves  to  the  observation  of  lower 
nature,  or  of  humanity.    We  were  prevented  from  pro- 

II    Tbo  robiect    ^®^^^  *^  doducc  couclusious  respecting 
i8  Dot  to  be  here    divinc  ideality  by  our  not  havinsr  then 

treated  in  detail.  i.  i^t  i     j  •       •    i  x-  xi 

established  any  principles  respecting  the 
imaginative  faculty,  by  which,  under  the  discipline  of 
the  theoretic,  such  ideality  is  conceived.  I  had  pur- 
posed to  conclude  the  present  section  by  a  careful  ex- 
amination of  this  subject ;  but  as  this  is  evidently  foreign 
to  the  matter  immediately  under  discussion,  and  involves 
questions  of  great  intricacy  respecting  the  development 
of  mind  among  those  pagan  nations  who  are  supposed 
to  have  produced  high  examples  of  spiritual  ideality,  I 
believe  it  will  bo  better  to  delay  such  inquiries  until  we 
have  concluded  our  detailed  observation  of  the  beauty 
of  visible  nature ;  and  I  shall  therefore  at  present  take 
notice  only  of  one  or  two  broad  principles,  which  were 
referred  to,  or  implied,  in  the  chapter  respecting  the 
human  ideal,  and  without  the  enunciation  of  which  that 
chapter  might  lead  to  false  conclusions. 

There  are  four  ways  in  which  beings  supernatural  may 

be  conceived  as  manifesting  themselves  to  human  sense. 

_  .       The  first,  by  external  types,  signs,  or  in- 

S  9.    The  conceiv-  '      •/  •'  i.       »        «->       » 

able  modes  of    flueuces ;  as  God  to  Moscs  in  the  flames  of 
Spiritual   Beings    the  bush,  and  to  Elijah  in  the  voice  of 

are  four.  -n        ^ 

Horeb. 
The  second,  by  the  assuming  of  a  form  not  properly 
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belonging  to  them ;  as  the  Holy  Spirit  of  that  of  a  Dove, 
the  second  person  of  the  Trinity  of  that  of  a  Lamb ;  and 
so  such  manifestations,  under  angelic  or  other  form,  of 
the  first  person  of  the  Trinity,  as  seem  to  have  been 
made  to  Abraham,  Moses,  and  Ezekiel. 

The  third,  by  the  manifestation  of  a  form  properly 
belonging  to  them,  but  not  necessarily  seen ;  as  of  the 
Kisen  Christ  to  his  disciples  when  the  doors  were  shut. 
And  the  fourth,  by  their  operation  on  the  human  form, 
which  they  influence  or  inspire,  as  in  the  shining  of  the 
face  of  Moses. 

It  is  evident  that  in  all  these  cases,  wherever  there  is 
form  at  all,  it  is  the  form  of  some  creature  to  us  known. 
It  is  no  new  form  peculiar  to  spirit  nor  gg  ^^^  these 
can  it  be.  We  can  conceive  of  none.  Our  Sla^f^'ij 
inquiry  is  simply,  therefore,  by  what  modi-  '^"*'  ^  ^* 
fications  those  creature  forms  to  us  known,  as  6f  a  lamb, 
a  bird,  or  a  human  creature,  may  be  explained  as  signs 
or  habitations  of  Divinity,  or  of  angelic  essence,  and  not 
creatures  such  as  they  seem. 

This  may  be  done  in  two  ways.  First,  by  effecting 
some  change  in  the  appearance  of  the  creature  incon- 
sistent with  its  actual  nature,  as  by  giving 

..11.  ill  S4.    Snpematnral 

it  colossal  Size,  or  unnatural  color,  or  ma-  character  may  be 
.•1  f-11  ■!  n  •ji      impreBPed   on 

tenal,  as  of  gold,  or  silver,  or  name,  instead    theee  either  by 

e   n      ■%  111*  •!  I         t>     phenomena  incoii' 

of  ilesn,  or  by  taking  away  its  property  of  Bietent  with  their 
matter  altogether,  and  forming  it  of  light  (conipare^*chap! 
or  shade,  or  in  an  intermediate  step,  of  ^•'*^®^' 
cloud,  or  vapor ;  or  explaining  it  by  terrible  concomitant 
circumstances,  as  of  wounds  in  the  body,  or  strange 
lights  and  seemings  round  about  it ;  or  by  joining  of  two 
bodies  together  as  in  angels'  wings.  Of  all  which  means 
of  attaining  supernatural  character  (which  though,  in 
their  nature  ordinary  and  vulgar,  are  yet  effective  and 
very  glorious  in  mighty  hands)  we  have  already  seen  the 
limits  in  speaking  of  the  imagination. 
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Bat  the  second  means  of  obtaining;:  saperoatnral  char- 
acter is  that  with  which  we  are  now  concerned,  namely, 
15.  orbrinher-  retaining^  the  actnal  form  in  its  fall  and 
entiMffiiiiy.  material  presence,  and  withoat  aid  from 

any  external  interpretation  whatsoever,  to  raise  that 
form  by  mere  inherent  dignity  to  snch  a  pitch  of  power 
and  impressiveness  as  cannot  bat  assert  and  stamp  it  for 
saperhoman. 

On  the  north  side  of  the  Campo  Santo  at  Pisa,  are  a 
series  of  paintings  from  the  Old  Testament  History  by 
Benozzo  Gozzoli.  In  the  earlier  of  these  angelic  pres- 
ences, mingled  with  human,  occur  frequently,  illustrated 
by  no  a^^'fulness  of  light,  nor  incorporeal  tracing.  Clear 
revealed  they  move,  in  human  forms,  in  the  broad  day- 
light and  on  the  open  earth,  side  by  side,  and  hand  in 
hand  with  men.    But  they  never  miss  of  the  angel. 

He  who  can  do  this  has  reached  the  last  pinnacle  and 
utmost  power  of  ideal,  or  any  other  art.  He  stands  in 
no  need  thenceforward,  of  cloud,  nor  lightning,  nor  tem- 
pest, nor  terror  of  mystery.  His  sublime  is  independent 
of  the  elements.  It  is  of  that  which  shall  stand  when 
they  shall  melt  with  fen'cnt  heat,  and  light  the  firma- 
ment when  the  sun  is  as  sackcloth  of  hair. 

Let  us  consider  bv  what  means  this  has  been  effected, 
so  far  as  they  are  by  analysis  traceable ;  and  that  is  not 

far,  for  here,  as  always,  we  find  that  the 
exprwBion  of  in-  greater  part  of  what  has  been  rightly  ac- 
"**     ^'  complislied  has  been   done  by  faith  and 

intense  feeling,  and  cannot,  by  aid  of  any  rules  or  teach- 
ing, be  either  tried,  estimated,  or  imitated 

And  first,  of  the  expression  of  supernatural  influence 
on  forms  actually  human,  as  of  sibyl  or  prophet.  It  is 
evident  that  not  only  here  is  it  imnecessary,  but  we  are 
not  altogether  at  liberty  to  trust  for  expression  to  the 
utmost  ennobling  of  the  human  form ;  for  we  cannot  do 
more  than  this,  when  that  form  is  to  be  the  actual 
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representation,  and  not  the  recipient  of  divine  presence. 
Hence,  in  order  to  retain  the  actual  humanity  definitely, 
we  must  leave  upon  it  such  signs  of  the  operation  of  sin 
and  the  liability  to  death  as  are  consistent  with  human 
ideality,  and  often  more  than  these,  definite  signs  of  im- 
mediate and  active  evil,  when  the  prophetic  spirit  is  to 
be  expressed  in  men  such  as  were  Saul  and  Balaam; 
neither  may  we  ever,  with  just  discrimination,  touch  the 
utmost  limits  of  beauty  in  human  form  when  inspiration 
is  to  be  expressed,  and  not  angelic  or  divine  being ;  of 
which  reserve  and  subjection  the  most  instructive  in- 
stances are  found  in  the  works  of  Angelico,  who  invari- 
ably uses  inferior  types  for  the  features  of  humanity, 
even  glorified,  (excepting  always  the  Madonna,)  nor  ever 
exerts  his  full  power  of  beauty  either  in  feature  or  ex- 
pression, except  in  angels  or  in  the  Madonna  or  in 
Christ.    Now  the  expression  of  spiritual  influence  with- 
out supreme  elevation  of  the  bodily  type  we  have  seen 
to  be  a  work  of  imagination  penetrative,  and  we  found  it 
accomplished  by  Michael  Angelo ;  but  I  think  by  him 
only.    I  am  aware  of  no  one  else  who,  to  my  mind,  has 
expressed  the  inspiration  of  prophet  or  sibyl ;  this,  how- 
ever, I  affirm  not,  but  shall  leave  to  the  determination 
of  the  reader,  as  the  principles  at  present  to  be  noted 
refer  entirely  to  that  elevation  of  the  creature  form  nec- 
essary when  it  is  actually  representative  of  a  spiritual 
being. 

I  have  affirmed  in  the  conclusion  of  the  first  section 
that  "  of  that  which  is  more  than  creature,  no  creature 
ever  conceived."    I  think  this  almost  self-    - .   ^^ 
evident,  for  it  is  clear  that  the  illimitable-    ^^\^^^.  "^  ^^^^ 
ness  of  Divine  attributes  cannot  be  by    than  creature  is 

possible. 

matter    represented,   (though  it    may  be 
typified,)  and  I  believe  that  all  who  are  acquainted  with 
the  range  of  sacred  art  will  admit,  not  only  that  no 
representation  of  Christ  has  ever  been  even  partially 
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snccessful,  but  that  the  greatest  painters  fall  therein 
below  their  accustomed  level;  Perugino  and  Fra  An- 
gelico  especially;  Leonardi  has  I  think  done  best,  but 
perhaps  the  beauty  of  the  fragment  left  at  Milan,  (for  in 
spite  of  all  that  is  said  of  repainting  and  destruction, 
that  Cenacolo  is  still  the  finest  in  existence,)  is  as  much 
dependent  on  the  very  imtraceableness  resulting  from 
injury  as  on  its  original  perfection.  Of  more  daring  at- 
tempts at  representation  of  Divinity  we  need  not  speak ; 
only  this  is  to  be  noted  respecting  them,  that  though  by 
the  ignorant  Bomanists  many  such  efforts  were  made 
under  the  idea  of  actual  representation,  (note  the  way  in 
which  Cellini  speaks  of  the  seal  made  for  the  Pope,)  by 
the  nobler  among  them  I  suppose  they  were  intended, 
and  by  us  at  any  rate  they  may  always  be  received,  as 
mere  symbols,  the  noblest  that  could  be  employed,  but 
as  much  symlx)ls  still  as  a  triangle,  or  the  Alpha  and 
Omega ;  nor  do  I  think  that  the  most  scrupulous  amongst 
Christians  ought  to  desire  to  exchange  the  power  ob- 
tained by  the  use  of  this  symbol  in  Michael  Angelo's 
creation  of  Adam  and  of  Eve  for  the  effect  which  would 
be  produced  by  the  substitution  of  a  trianfrle  or  any 
other  sign  in  place  of  it.  Of  these  efforts  then  we  need 
reason  no  farther,  but  may  limit  ourselves  to  consider- 
ing the  purest  modes  of  giving  a  conception  of  super- 
human but  still  creature  form,  as  of  angels;  in  equal 
rank  with  whom,  perhaps,  we  may  without  offence  x^laee 
the  mother  of  Christ :  at  least  we  must  so  regard  the 
type  of  the  Madonna  in  receiving  it  from  Romanist 
painters.* 

♦  I  take  no  note  of  the  representation  of  etil  spirits,  since  through- 
out we  have  been  occupied  in  the  pursuit  of  beauty  ;  but  it  may  be 
observed  generally  that  there  is  great  difficulty  to  be  overcome  in 
attempts  of  this  kind,  because  the  elevation  of  the  form  necessarj'  to 
give  it  spirituality  destroys  the  appearance  of  evil ;  hence  even  the 
greatest  painters  have  been  reduced  to  receive  aid  from  the  fancy,  and 
to  eke  out  all  they  could  conceive  of  malignity  by  help  of  horns, 
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And  first,  much  is  to  be  done  by  right  modification  of 
accessory  circumstances,  so  as  to  express  miraculous 
power  exercised  over  them  by  the  spiritual  creature. 
There  is  a  beautiful  instance  of  this  in    .„   „ 

18.   Supematiini 

John  Bellini's  picture  of  St.  Jerome  at  character  ex- 
Venice.  The  saint  sits  upon  a  rock,  his  cation  of  accesao- 
grand  form  defined  against  clear  green 
open  sky ;  he  is  reading,  a  noble  tree  springs  out  of  a 
cleft  in  the  rock,  bends  itself  suddenly  back  to  form  a 
rest  for  the  volume,  then  shoots  up  into  the  sky.  There 
is  something  very  beautiful  in  this  obedient  ministry  of 
the  lower  creature;  but  be  it  observed  that  the  sweet 
feeling  of  the  whole  depends  upon  the  service  being 
such  as  is  consistent  with  its  nature.  It  is  not  animated, 
it  does  not  listen  to  the  saint,  nor  bend  itself  towards 
him  as  if  in  affection,  this  would  have  been  mere  fancy, 
illegitimate  and  effectless.  But  the  simple  bend  of  the 
trunk  to  receive  the  book  is  miraculous  subjection  of  the 
true  nature  of  the  tree ;  it  is  therefore  imaginative,  and 
very  touching. 

It  is  not  often  however  that  the  religious  painters 
even  go  this  length;  they  content  themselves  usually 

hoofs,  and  claws.  Giotto's  Satan  in  the  Campo  Santo,  with  the  ser- 
pent gnawing  the  heart,  is  fine ;  so  many  of  the  fiends  or  Orcagna, 
and  always  those  of  Michael  Angelo.  Tintoret  in  the  Temptation, 
with  his  usual  truth  of  invention,  has  represented  the  evil  spirit  under 
the  form  of  a  fair  angel,  the  wings  burning  with  crimson  and  silver, 
the  face  sensual  and  treacherous.  It  is  instructive  to  compare  the  re- 
sults of  imagination  associated  with  powerful  fancy  in  the  demons  of 
these  great  painters,  or  even  in  such  nightmares  as  that  of  Salvator 
already  spoken  of.  Sect.  I.  Chap.  V.  §  12  (note,)  with  the  simple  ugli- 
ness of  idiotic  distortion  in  the  meaningless,  terrorless  monsters  of 
Bronzino  in  the  large  picture  of  the  Ufl9zii,  where  the  painter,  utterly 
uninventive,  having  assembled  all  that  is  abominable  of  hanging  flesh, 
bony  limbs,  crane  necks,  storing  eyes,  and  straggling  hair,  cannot  yet 
bv  the  sum  and  substance  of  all  obtain  as  much  real  fearful ness  as  an 
imaginative  painter  could  throw  into  the  turn  of  a  lip  or  the  knitting 
of  a  brow. 
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with  impressing  on  the  landscape  perfect  symmetry  and 
order,  such  as  may  seem  consistent  with,  or  induced  by 
of  ^^  spiritual  nature  they  would  represent. 
tb^  re  1  *^i o Of  All  sigus  of  dccay,  disturbance,  and  imper- 
•cter  is  eminently    fectiou,  are  also  banished ;  and  in  doing 

this  it  is  evident  that  some  unnaturahiess 
and  singrularity  must  result,  inasmuch  as  there  are  no 
veritable  forms  of  landscape  but  express  or  imply  a 
state  of  progression  or  of  imperfection.  All  mountain 
forms  are  seen  to  be  produced  by  convulsion  and  mod- 
elled by  decay ;  the  finer  forms  of  cloud  have  stories  in 
them  about  storm ;  all  forest  grouping  is  wrought  out 
with  varieties  of  strength  and  growth  among  its  several 
members,  and  bears  evidences  of  struggle  with  unkind 
influences.  All  such  appearances  are  banished  in  the 
supernatural  landscape  ;  the  trees  grow  straight,  equally 
branched  on  each  side,  and  of  such  slight  and  feathery 
frame  as  shows  them  never  to  have  encoimtered  blight 
or  frost  or  tempest.  The  mountains  stand  up  in  fantas- 
tic pinnacles;  there  is  on  them  no  trace  of  torrent,  no 
scathe  of  lightning ;  no  fallen  fragments  encumber  their 
foundations,  no  worn  ravines  divide  their  flanks;  the 
seas  are  always  waveless,  the  skies  always  calm,  crossed 
only  by  fair,  horizontal,  lightly  wreathed,  white  clouds. 

In  some  cases  these  conditions  result  partly  from  feel- 
ing, partly  from  ignorance  of  the  facts  of  nature,  or  in- 
capability of  representing  them,  as  in  the  first  type  of 
110.  Landscape  of  ^^e  treatment  found  in  Giotto  and  his 
BeiiozzoGozzoiL     ^\^q^^\,  Jq  others   they  are  observed   on 

principle,  as  by  Benozzo  Gozzoli,  Perugino,  and  Eaf- 
faclle.  There  is  a  beautiful  instance  by  the  former  in  the 
frescoes  of  the  Ricardi  palace,  where  behind  the  adoring 
angel  groups  the  landscape  is  governed  by  the  most  ab- 
solute symmetry ;  roses  and  pomegranates,  their  leaves 
drawn  to  the  last  rib  and  vein,  iwme  themselves  in  fair 
and  perfect  order  about  delicate  trellises ;  broad  stone 
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pines  and  tall  cypresses  overshadow  them,  bright  birds 
hover  here  and  there  in  the  serene  sky,  and  groups  of  an- 
gels, hand  joined  with  hand,  and  wing  with  wing,  glide 
and  float  through  the  glades  of  the  unentangled  forest. 
But  behind  the  human  figures,  behind  the  pomp  and  tur- 
bulence of  the  Kingly  procession  descending  from  the 
distant  hills  the  spirit  of  the  landscape  is  changed.  Se- 
verer mountains  rise  in  the  distance,  ruder  prominences 
and  less  flowery  vary  the  nearer  ground,  and  gloomy 
shadows  remain  unbroken  beneath  the  forest  branches. 

The  landscape  of  Perugino,  for  grace,  purity  and  as 
much  of  nature  as  is  consistent  with  the  above-named 
conditions,  is  unrivalled ;  and  the  more  interesting  be- 
cause in  him  certainly  whatever  limits  are  set  to  the  ren- 
dering of  nature  proceed  not  from  incapability.  The 
sea  is  in  the  distance  almost  always,  then  some  blue 
promontories  and  undulating  dewy  park  ground,  stud- 
ded with  glittering  trees ;  in  the  landscape  of  the  fresco 
in  S'*^.  Maria  Maddalena  at  Florence  there 

.    .       .,  .  1       'ii    1  •  •  11-     Landscape 

IS  more  variety  than  is  usual  with  him ;  a  of  Perugino  and 
gentle  river  winds  round  the  bases  of 
rocky  hills,  a  river  like  our  own  Wye  or  Tees  in  their 
loveliest  reaches ;  level  meadows  stretch  away  on  its  op- 
posite side ;  mounds  set  with  slender-stemmed  foliage 
occupy  the  nearer  ground,  a  small  village  with  its  sim- 
ple spire  peeps  from  the  forest  at  the  bend  of  the  valley, 
and  it  is  remarkable  that  in  architecture  thus  employed 
neither  Peinigino  nor  any  other  of  the  ideal  painters 
ever  use  Italian  forms  but  always  Transalpine,  both  of 
church  and  castle.  The  little  landscape  which  forms  the 
background  of  his  own  portrait  in  the  Uflizii  is  another 
highly  finished  and  characteristic  example.  The  land- 
scape of  Raffiaelle  was  learned  from  his  father,  and  con- 
tinued for  some  time  little  modified,  though  expressed 
with  greater  refinement.  It  became  afterward  conven- 
tional and  poor,  and  in  some  cases  altogether  mean- 
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inglesB.  The  hay -stacks  and  ynlgar  trees  behind  the 
St.  Cecilia  at  Bologna  form  a  painful  contrast  to  the 
pure  space  of  mountain  country  in  the  Perugino  oj3po- 
site.* 

In  all  these  cases,  while  I  would  uphold  the  landscape 
thus  employed  and  treated,  as  worthy  of 
scape  is  not  to  be  all  admiration,  I  should  be  sorry  to  ad- 
vance it  for  imitation.  What  is  right  in 
its  mannerism  arose  from  keen  feeling  in  the  painter : 
imitated  without  the  same  feeling,  it  would  be  painful ; 
the  only  safe  mode  of  following  in  such  steps  is  to  at- 
tain perfect  knowledge  of  nature  herself,  and  then  to  suf- 
fer our  own  feelings  to  guide  us  in  the  selection  of  what 
is  fitting  for  any  particular  purpose.  Every  painter 
ought  to  paint  what  he  himself  loves,  not  what  others 
have  loved ;  if  his  mind  be  pure  and  sweetly  toned,  what 
he  loves  will  be  lovely ;  if  otherwise,  no  example  can 
guide  his  selection,  no  precept  govern  his  hand;  and 
farther  let  it  be  distinctly  observed,  that  all  this  man- 
nered landscape  is  only  right  under  the  supposition  of 
its  being  a  background  to  some  supernatural  presence ; 
behind  mortal  beings  it  would  be  wrong,  and  by  itself, 
as  landscape,  ridiculous ;  and  farther,  the  chief  virtue  of 
it  results  from  the  exquisite  refinement  of  those  natural 
details  consistent  \\dth  its  character  from  the  botanical 
dra\\dng  of  the  fiowers  and  the  clearness  and  brightness 
of  the  skv. 

Another  mode  of  attaining  supernatural  character  is 

*  I  have  not  thought  it  necessary  to  give  farther  instances  at  pres- 
ent, since  I  purpose  hereafter  to  give  numerous  examples  of  this  kind 
of  ideal  landscape.  Of  true  and  noble  landscape,  as  such,  I  am  aware 
of  no  instances  except  where  least  they  might  have  been  expected, 
among  the  sea-bred  Venetians.  Ghirlandajo  shows  keen,  though  pro- 
saic, sense  of  nature  in  that  view  of  Venice  behind  an  Adoration  of 
Magi  in  the  Ufflzii,  but  he  at  la.<*t  walled  himself  up  among  gilded  en- 
tablatures, ^lasaccio  indeed  has  given  one  grand  example  in  the 
fresco  of  the  Tribute  Money,  but  its  color  is  now  nearly  lost 
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by  purity  of  color  almost  shadowless,  no  more  darkness 
being  allowed  than  is  absolutely  necessary  for  the  ex- 
planation of  the  forms,  and  the  vividness 
of  the  eflfect  enhanced  as  far  as  may  be  by    Decoration.  Their 

«      .1  1.  1  1       ji  •  t  use  In  reprcsents- 

use  of  gliding,  enamel,  and  other  jewelry,  tionsof  thewiper- 
I  think  the  smaller  works  of  Angelico  are 
perfect  models  in  this  respect;  the  glories  about  the 
heads  being  of  beaten  rays  of  gold,  on  which  the  light 
plays  and  changes  as  the  spectator  moves ;  (and  which 
therefore  throw  the  purest  flesh  color  out  in  dark  relief) 
and  such  color  and  light  being  obtained  by  the  enamel- 
ling of  the  angel  wings  as  of  course  is  utterly  unattaina- 
ble by  any  other  expedient  of  art ;  the  colors  of  the  dra- 
peries always  pure  and  pale ;  blue,  rose,  or  tender  green, 
or  brown,  but  never  dark  or  gloomy ;  the  faces  of  the 
most  celestial  fairness,  brightly  flushed :  the  height  and 
glow  of  this  flush  are  noticed  by  Gonstantin  as  reserved 
by  the  older  painters  for  spiritual  beings,  as  if  express- 
ive of  light  seen  through  the  body. 

I  cannot  think  it  necessary  while  I  insist  on  the  value 
of  all  these  seemingly  childish  means  when  in  the  hands 
of  a  noble  painter,  to  assert  also  their  futility  and  even 
absurdity  if  employed  by  no  exalted  power.  I  think  the 
error  has  commonly  been  on  the  side  of  scorn,  and  that 
we  reject  much  in  our  foolish  vanity,  which  if  wiser  and 
more  earnest  we  should  delight  in.  But  two  points  it  is 
very  necessary  to  note  in  the  use  of  such  accessories. 

The  first  that  the  ornaments  used  by  Angelico,  Giotto, 
and  Perugino,  but  especially  by  Angelico,  are  always  of 
a  generic  and  abstract  character.    They 

...  T  ,  ,  -I  14.     Decoration 

are  not  diamonds,  nor  brocades,  nor  vel-  so  used  moat  be 
vets,  nor  gold  embroideries ;  they  are  mere 
spots  of  gold  or  of  color,  simple  patterns  upon  tejctureJcHH 
draperies ;  the  angel  wings  bum  with  transparent  crim- 
son and  purple  and  amber,  but  they  are  not  set  forth 
with  peacock's  plumes ;  the  golden  circlets  gleam  with 
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cliangefal  light,  but  they  are  not  beaded  with  elaborate 
pearls  nor  set  with  studied  sapphires. 

In  the  works  of  Filippino  Lippi,  Mantegna,  and  many 
other  painters  following,  interesting  examples  may  be 
found  of  the  opposite  treatment;  and  as  in  Lippi  the 
heads  are  usually  very  sweet,  and  the  composition  se- 
vere, the  degrading  effect  of  the  realized  decorations  and 
imitated  dress  may  be  seen  in  him  simply,  and  without 
any  addition  of  painfulness  from  other  deficiencies  of 
feeling.  The  larger  of  the  two  pictures  in  the  Tuscan 
room  of  the  Uffizii,  but  for  this  defect,  would  have  been 
a  very  noble  ideal  work. 

The  second  point  to  be  observed  is  that  brightness  of 
color  is  altogether  inadmissible  without  purity  and  har- 

f  15  And  color  ^^^y »  ®^^  ^^^^  ^^^  sacred  painters  must 
ptt»-  not  be  followed  in  their  frankness  of  un- 

shadowed color  unless  we  can  also  follow  them  in  its 
clearness.  As  far  as  I  am  acquainted  with  the  modem 
schools  of  Germany,  they  seem  to  be  entirely  ignorant 
of  the  value  of  color  as  an  assistant  of  feeling,  and  to 
think  that  hardness,  dryness,  and  opacity  are  its  virtues 
as  employed  in  religious  art ;  whereas  I  hesitate  not  to 
affirm  that  in  such  art  more  than  in  any  other,  clearness, 
luminousness  and  intensity  of  hue  are  essential  to  right 
impression ;  and  from  the  walls  of  the  Arena  chapel  in 
their  rainbow  play  of  brilliant  harmonies,  to  the  solemn 
]5urple  tones  of  Perugino's  fresco  in  the  Albizzi  palace, 
I  know  not  any  great  work  of  sacred  art  which  is  not  as 
precious  in  color  as  in  all  other  qualities  (unless  indeed 
it  be  a  Crucifixion  of  Fra  Angelico  in  the  Florence 
Academy,  which  has  just  been  glazed  and  pumiced  and 
painted  and  varnished  by  the  picture-cleaners  until  it 
glares  from  one  end  of  the  picture-gallery  to  the  other ; ) 
only  the  pure  white  light  and  delicate  hue  of  the  ideal- 
ists, whose  colors  are  by  preference  such  as  we  have 
seen  to  be  the  most  beautiful  in  the  chapter  on  Purity, 
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are  carefully  to  be  distinguished  from  the  golden  light 
and  deep-pitched  hue  of  the  school  of  Titian,  whose  vir- 
tue is  the  grandeur  of  earthly  solemnity,  not  the  glory 
of  heavenly  rejoicing. 

But  leaving  these  accessory  circumstances  and  touch- 
ing the  treatment  of  the  bodily  form,  it  is  evident  in  the 
first  place  that  whatever  typical  beauty  g  ^^  j^^j  ^^^^^ 
the  human  body  is  capable  of  possessing  of^what^vwilty 
must  be  bestowed  upon  it  when  it  is  un-  Busceptiwe. 
derstood  as  spiritual.  And  therefore  those  general  pro- 
portions and  types  which  are  deducible  from  compari- 
son of  the  nobler  individuals  of  the  race,  must  be  adopt- 
ed and  adhered  to ;  admitting  among  them  not,  as  in  the 
human  ideal,  such  varieties  as  result  from  past  suffering, 
or  contest  with  sin,  but  such  only  as  are  consistent  with 
sinless  nature  or  are  the  signs  of  instantly  or  continu- 
ally operative  affections;  for  though  it  is  conceivable 
that  spirit  should  suffer,  it  is  inconceivable  that  spirit- 
ual frame  should  retain  like  the  stamped  inelastic  hu- 
man clay,  the  brand  of  sorrow  past,  unless  fallen. 

"  His  face, 
Deep  scars  of  thunder  had  entrenched,  and  care 
Sat  on  his  faded  cheek/' 

Yet  so  far  forth  the  angelic  ideal  is  diminished,  nor 
could  this  be  suffered  in  pictorial  representation. 

Again,  such  muscular  development  as  is  necessary  to 
the  perfect  beauty  of  the  body,  is  to  be  rendered. 
But  that  which  is  necessary  to  strength, 

,  .   ,  ,       ,  ,  , ,  8 17.    Anatomical 

or  which  appears  to  have   been  the    re-    development  how 

i.«ii.  .  ..>...        far  admleeible. 

suit  of  laborious    exercise,  is   inadmissi- 
ble.   No   herculean  form  is  spiritual,  for  it  is  degrad- 
ing   the    spiritual    creature   to   suppose    it   operative 
through  impulse  of  bone  and  sinew ;  its  power  is  imma- 
terial and  constant,  neither  dependent  on,  nor  developed 

by,  exertion.    Generally,  it  is  well  to  conceal  anatomical 
81 
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development  as  far  as  may  be ;  even  Michael  Angelo's 
anatomy  interferes  with  his  divinity ;  in  the  hands  of 
lower  men  the  angel  becomes  a  preparation.  How  far 
it  is  possible  to  subdue  or  generalize  the  naked  form  I 
venture  not  to  affirm,  but  I  believe  that  it  is  best  to  con- 
ceal it  as  far  as  may  be,  not  with  di-aperies  light  and  un- 
dulating, that  fall  in  with,  and  exhibit  its  princii^al  lines, 
but  with  draperies  severe  and  linear,  such  as  were  con- 
stantly employed  before  the  time  of  Kaffaelle.  I  recollect 
no  single  instance  of  a  naked  angel  that  does  not  look 
bo}- like  or  childlike,  and  imspiritualized ;  even  Fra  Bar- 
tolomeo's  might  with  advantage  be  spared  from  the  pict- 
ures at  Lucca,  and,  in  the  hands  of  inferior  men,  the 
sky  is  merely  encumbered  with  sprawling  infants ;  those 
of  Domenichino  in  the  Madonna  del  Eosai'io,  and  Mar- 
t3rrdom  of  St.  Agnes,  are  peculiarly  offensive,  studies  of 
bare-legged  children  howling  and  kicking  in  volumes  of 
smoke.  Confusion  seems  to  exist  in  the  minds  of  subse- 
quent painters  between  Angels  and  Cupids. 

Farther,  the  qualities  of  symmetry  and  repose  are  of 
peculiar  value  in  spiritual  fonn.     We  find  the  former 

J 18.  Symmetry.  °^^^*  earnestly  sought  by  all  the  great 
How  valuable.  paiutcrs  in  the  aniuigement  of  the  hair, 
wherein  no  loosely  flowing  nor  varied  form  is  admitted, 
but  all  restrained  in  undisturbed  and  equal  ringlets: 
often,  as  in  the  infant  Christ  of  Fra  Angelico,  supported 
on  the  foreliead  in  forms  of  sculp turescpie  severity.  The 
Angel  of  Masa(*cio,  in  the  Deliverance  of  Peter,  grand 
both  in  countenance  and  motion,  loses  much  of  his  spir- 
ituality b(^canse  the  painter  has  i)ut  a  little  too  much  of 
his  own  character  into  the  hair,  and  left  it  disordered. 

Of  rei)ose,  and  its  exalting  power,  I  have  already  said 

enough  for  our  present  pui^iose,  though  I  have  not  in- 

_  sisted  cm  the  peculiar  manifestation  of  it 

encc  of  Greek  art,    m  the  Christian  ideal  as  ojiposecl  to  the 

how  dauj^erous.  -r»    x  ai  •  n  n      xi. 

pagan.     i3ut  this,  as  well  as  all  other  ques- 
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tions  relating  to  the  particular  development  of  the 
Greek  mind,  is  foreign  to  the  immediate  inquiry,  which 
therefore  I  shall  here  conclude  in  the  hope  of  resuming 
it  in  detail  after  examining  the  laws  of  beauty  in  the 
inanimate  creation;  always,  however,  holding  this  for 
certain,  that  of  whatever  kind  or  degree  the  shortcom- 
ing may  be,  it  is  not  possible  but  that  shortcoming 
should  be  visible  in  every  pagan  conception,  when  set 
beside  Christian ;  and  believing,  for  my  own  part,  that 
there  is  not  only  deficiency,  but  such  difference  in  kind 
as  must  make  all  Greek  conception  full  of  danger  to  the 
student  in  proportion  to  his  admiration  of  it ;  as  I  think 
has  been  fatally  seen  in  its  effect  on  the  Italian  schools, 
when  its  pernicious  element  first  mingled  with  their  sol- 
emn purity,  and  recently  in  its  influence  on  the  French 
historical  painters:  neither  can  I  from  my  present 
knowledge  fix  upon  an  ancient  statue  which  expresses 
by  the  countenance  any  one  elevated  character  of  soul, 
or  any  single  enthusiastic  self- abandoning  affection, 
much  less  any  such  majesty  of  feeling  as  might  mark 
the  features  for  supernatural.  The  Greek  could  not 
conceive  a  spirit ;  he  could  do  nothing  |  90  its  ecope. 
>vithout  limbs;  his  god  is  a  finite  god,  how  limited, 
talking,  pursuing,  and  going  journeys ;  *  if  at  any  time 
he  was  touched  with  a  true  feeling  of  the  unseen  powers 
around  him,  it  was  in  the  field  of  poised  battle,  for  there 
is  something  in  the  near  coming  of  the  shadow  of  death, 
something  in  the  devoted  fulfilment  of  mortal  duty,  that 
reveals  the  real  God,  though  darkly ;  that  pause  on  the 
field  of  Platflea  was  not  one  of  vain  superstition ;  the  two 
white  figures  that  blazed  along  the  Delphic  plain,  when 

•  I  know  not  anything  in  the  range  of  art  more  unspiritual  than  the 
Apollo  Belvidere  ;  the  raising  of  the  fingers  of  the  right  hand  in  sur- 
prise at  the  truth  of  the  arrow  is  altogether  human,  and  would  be  vul- 
gar in  a  prince,  much  more  in  a  deity.  The  sandals  destroy  the  di- 
vinity of  the  foot,  and  the  lip  is  curled  with  mortal  passion. 
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the  earthquake  and  the  fire  led  the  charge  from  Olym- 
pus, were  more  than  sunbeams  on  the  battle  dust ;  the 
sacred  cloud,  with  its  lance  light  and  triumph  singing, 
that  went  down  to  brood  over  the  masts  of  Salamis,  was 
more  than  morning  mist  among  the  olives;  and  yet 
what  were  the  Greek's  thoughts  of  his  god  of  battle  ? 
No  spirit  power  was  in  the  vision ;  it  was  a  being  of  clay 
strength  and  human  passion,  foul,  fierce,  and  change- 
ful; of  penetrable  arms  and  vulnerable  flesh.  Gather 
what  we  may  of  great,  from  pagan  chisel  or  pagan 
dream,  and  set  it  beside  the  orderer  of  Christian  warfare, 
Michael  the  Archangel :  not  Milton*s  "  with  hostile 
brow  and  visage  all  inflamed,"  not  even  Milton's  in 
kingly  treading  of  the  hills  of  Paradise,  not  EaffiEtelle  s 
with  the  expanded  wings  and  brandished  spear,  but 
Perugino's  with  his  triple  crest  of  traceless  plume  un- 
shaken in  heaven,  his  hand  fallen  on  his  crossleted 
sword,  the  truth  girdle  binding  his  undinted  armor; 
God  has  put  his  power  upon  him,  resistless  radiance  is 
on  his  limbs,  no  lines  are  there  of  earthly  strength,  no 
trace  on  the  divine  features  of  earthly  anger ;  trustful 
and  thoughtful,  fearless,  but  full  of  love,  incapable  ex- 
cept of  the  repose  of  eternal  conquest,  vessel  and  instru- 
ment of  Omnipotence,  filled  like  a  cloud  with  the  victor 
light,  the  dust  of  principalities  and  powers  beneath  his 
feet,  the  murmur  of  hell  against  him  heard  by  his  spir- 
itual ear  like  the  winding  of  a  shell  on  the  far-oflF  sea- 
shore. 

It  is  vain  to  attempt  to  pursue  the  comparison ;  the 
two  orders  of  art  have  in  them  nothing  in  common,  and 

the  field  of  sacred  history,  the  intent  and 

S  21.    ConcloBion.  •   /^i     •    .  •  #     t  x  •  i 

scope  of  Christian  feeling,  are  too  wide 
and  exalted  to  admit  of  the  juxtaposition  of  any  other 
sphere  or  order  of  conception ;  they  embrace  all  other 
fields  like  the  dome  of  heaven.  With  what  comparison 
shall  we  compare  the  types  of  the  martyr  saints,  the 
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St.  Stephen  of  Era  Bartolomeo,  with  his  calm  forehead 
crowned  by  the  stony  diadem,  or  the  St.  Catherine  of 
Baffaelle  looking  up  to  heaven  in  the  dawn  of  the  eternal 
day,  with  her  lips  parted  in  the  resting  from  her  pain  ! 
or  with  what  the  Madonnas  of  Francia  and  Pinturicchio, 
in  whom  the  hues  of  the  morning  and  the  solemnity  of 
the  eve,  the  gladness  in  accomplished  promise,  and  sor- 
row of  the  sword-pierced  heart,  are  gathered  into  one 
human  lamp  of  ineffable  love  ?  or  with  what  the  angel 
choirs  of  Agelico,  with  the  flames  on  their  white  fore- 
heads waving  brighter  as  they  move,  and  the  sparkles 
streaming  from  their  purple  wings  like  the  glitter  of 
many  suns  upon  a  sounding  sea,  listening,  in  the  pauses 
of  alternate  song,  for  the  prolonging  of  the  trumpet 
blast,  and  the  answering  of  psaltery  and  cj^mbal, 
throughout  the  endless  deep  and  from  all  the  star  shores 
of  heaven  ? 


ADDENDA. 


Altiiouoh  the  plan  of  the  present  portion,  of  this  work 
does  not  admit  of  particular  criticism,  it  will  neither  be 
UHoloHS  nor  irrelevant  to  refer  to  one  or  two  works,  lately 
before  the  public,  in  the  Exhibitions  of  the  Boyal  Acad- 
emy, which  either  illustrate,  or  present  exceptions  to, 
any  of  the  preceding  statements.  I  would  first  mention, 
with  reference  to  what  has  been  advanced  respecting  the 
functions  of  Associative  Imagination,  the  very  important 
work  of  Mr.  Linnell,  the  "  Eve  of  the  Deluge ;  "  a  pict- 
ure uphold  by  its  admirers  (and  these  were  some  of  the 
most  intelligent  judges  of  the  day)  for  a  work  of  consum- 
mate imaginative  power;  while  it  was  pronoimced  by 
the  public  journals  to  be  "  a  chaos  of  imconcocted  color." 
If  tht^  wiitors  for  the  press  had  been  aware  of  the  kind 
of  study  pursued  by  Mr.  Linnell  through  many  labori- 
ous yiMii*8,  characterized  by  an  observance  of  nature  scru- 
pulously and  minutely  patient,  directed  by  the  deepest 
Honsibility,  and  aided  by  a  power  of  drawing  almost  too 
n^finod  for  landscape  subjects,  and  only  to  be  understood 
by  roforonco  to  his  engi'avings  after  Michael  Angelo, 
thov  would  have  felt  it  to  be  unlikelv  that  the  work  of 
s\u*h  a  nijui  should  he  entirely  imdeserving  of  respect. 
On  tho  other  hand,  the  grounds  of  its  praise  were  unfor- 
tunately clioson ;  for,  though  possessing  many  merits,  it 
had  no  claim  whatever  to  Ik>  ranked  among  productions 
of  Oivativo  art.  It  would  perhaps  be  difficult  to  point 
to  a  work  so  exalted  in  feeling,  and  so  deficient  in  inven- 
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tion.  The  sky  had  been  strictly  taken  from  nature,  this 
was  evident  at  a  glance ;  and  as  a  study  of  sky  it  was 
every  way  noble.  To  fche  purpose  of  the  picture  it 
hardly  contributed ;  its  sublimity  was  that  of  splendor, 
not  of  terror ;  and  its  darkness  that  of  retreating,  not  of 
gathering,  storm.  The  features  of  the  landscape  were 
devoid  alike  of  variety  and  probability ;  the  division  of 
the  scene  by  the  central  valley  and  winding  river  at  once 
theatrical  and  commonplace;  and  the  foreground,  on 
which  the  light  was  intense,  alike  devoid  of  dignity  in 
arrangement,  and  of  interest  in  detail. 

The  falseness  or  deficiency  of  color  in  the  works  of 
Mr.  Landseer  has  been  remarked  above.  The  writer  has 
much  pleasure  in  noticing  a  very  beautiful  exception  in 
the  picture  of  the  "  Bandom  Shot,"  certainly  the  most 
successful  rendering  he  has  ever  seen  of  the  hue  of  snow 
under  warm  but  subdued  light.  The  subtlety  of  grada- 
tion from  the  portions  of  the  wreath  fully  illumined,  to 
those  which,  feebly  tinged  b^r  the  horizontal  rays, 
swelled  into  a  dome  of  dim  purple,  dark  against  the 
green  evening  sky ;  the  truth  of  the  blue  shadows,  with 
which  this  dome  was  barred,  and  the  depth  of  delicate 
color  out  of  which  the  lights  upon  the  footprints  were 
raised,  deserved  the  most  earnest  and  serious  admira- 
tion ;  proving,  at  the  same  time,  that  the  errors  in  color, 
so  frequently  to  be  regretted  in  the  works  of  the  paint- 
er, are  the  result  rather  of  inattention  than  of  feeble 
perception.  A  curious  proof  of  this  inattention  occurs 
in  the  disposition  of  the  shadows  in  the  background  of 
the  "  Old  Cover  Hack,"  No.  229.  One  of  its  points  of 
light  is  on  the  rusty  iron  handle  of  a  pump,  in  the  shape 
of  an  S.  The  sim  strikes  the  greater  part  of  its  length, 
illuminating  the  perpendicular  portion  of  the  curve ;  yet 
shadow  is  only  cast  on  the  wall  behind  by  the  returning 
portion  of  the  lower  extremity.  A  smile  may  be  excited 
by  the  notice  of  so  trivial  a  circumstance ;  but  the  sim- 
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I)licity  of  the  error  renders  it  the  more  remarkable,  and 
the  fjfreat  masters  of  chiaroscuro  are  accurate  in  all  such 
minor  i>ointH;  a  va^ie  sense  of  greater  truth  results 
from  this  correctness,  even  when  it  is  not  in  particulars 
analyzed  or  noted  by  the  observer.  In  the  small  but 
very  valuable  Paul  Potter  in  Lord  Westminster's  collec- 
tion, the  body  of  one  of  the  sheep  under  the  hedge  is  for 
the  most  part  in  shadow,  but  the  sunlight  touches  the 
extremity  of  the  back.  The  sun  is  low,  and  the  shadows 
feeble  and  distorted ;  yet  that  of  the  sunlighted  fleece  is 
cast  (ixactly  in  its  tnie  plac*e  and  proportion  beyond  that 
of  the  hedge.  The  si>ectator  may  not  obseri'e  this  :  yet, 
unobserved,  it  is  one  of  the  circumstances  which  make 
him  feel  the  picture  to  be  full  of  simshine. 

As  an  example  of  perfect  color,  and  of  the  most  refined 
handling  ever  perhaps  exhibited  in  animal  painting,  the 
liutcher's  Dog  in  the  corner  of  Mr.  Mulready's  "  Butt/' 
No.  IGO,  desei-ved  a  whole  room  of  the  Academy  to  him- 
s(*lf .  This,  Avith  the  spaniel  in  the  "  Choosing  the  "Wed- 
ding Go^ra,'*  and  the  two  dogs  in  the  haj-field  subject 
(Burchell  jmd  Sophia),  displays  perhaps  the  most  won- 
derful, because  the  most  di^iified,  finish  in  the  expres- 
sion of  anatomy  and  covering — of  muscle  and  hide  at  once, 
and  assuredly  the  most  perfect  imity  of  drawing  and 
color,  which  the  entire  range  of  ancient  and  modem 
art  can  exliibit.  Albert  Durer  is  indeed  the  only  rival 
who  might  be  suggested  ;  and,  though  greater  far  in  im- 
aginaticm,  and  ecjual  in  draughtsmanship,  Albert  Durer 
was  less  tnie  and  h^ss  delicate  in  hue.  In  sculpturesque 
arnnigement  both  mastei-s  show  the  same  degree  of  feel- 
ing :  any  of  these  dogs  of  Mulready  might  be  taken  out 
of  the  canvas  and  cut  in  alabaster,  or,  perhaps  better, 
stnick  u]H)n  a  coin.  Ever>'  lock  and  line  of  the  hair  has 
lu>en  gi'(m]>od  as  it  is  on  a  Greek  die  :  and  if  this  not  al- 
wavs  without  some  loss  of  ease  and  of  action,  vet  this  A*erv 
loss  is  ennobling,  in  a  i)eriod  when  all  is  generally  sacri- 
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ficed  to  the  ^eat  coxcombry  of  art,  the  affectation  of 
ease. 

Yet  Mr.  Mulready  himself  is  not  always  free  from  af- 
fectation of  some  kind ;  mannerism,  at  least,  there  is  in 
his  treatment  of  tree-trunks.  There  is  a  ghastliness 
about  his  labored  anatomies  of  them,  as  well  as  a  want  of 
specific  character.  Why  need  they  be  always  flayed? 
The  hide  of  a  beech-tree,  or  of  a  birch  or  fir,  is  nearly  as 
fair  a  thing  as  an  animal's ;  glossy  as  a  dove's  neck  barred 
with  black  like  a  zebra,  or  glowing  in  purple  gray  and 
velvet  brown  like  furry  cattle  in  sunset.  Why  not  paint 
these  as  Mr.  Mulready  paints  other  things,  as  they  are  ? 
that  simplest,  that  deepest  of  all  secrets,  which  gives 
such  majesty  to  the  ragged  leaves  about  the  edges  of  the 
pond  in  the  "  Gravel-pit,"  (No.  125,)  and  imparts  a  strange 
interest  to  the  gray  ragged  urchins  disappearing  behind 
the  bank,  that  bank  so  low,  so  familiar,  so  sublime! 
What  a  conti'ast  between  the  deep  sentiment  of  that  com- 
monest of  all  common,  homeliest  of  all  homely,  subjects, 
and  the  lost  sentiment  of  Mr.  StanfiekVs  "  Amalfi,"  the 
chief  landscape  of  the  year,  full  of  exalted  material,  and 
mighty  crags,  and  massy  seas,  grottoes,  precipices,  and 
convents,  fortress-towers  and  cloud-capped  mountains, 
and  all  in  vain,  merely  because  that  same  simple  secret 
has  been  despised ;  because  nothing  there  is  painted  as  it 
is !  The  picture  was  a  most  singular  example  of  the 
scenic  assemblage  of  contradictory  theme  which  is  char- 
acteristic of  Picturesque,  as  opposed  to  Poetical,  composi- 
tion. The  lines  chosen  from  Rogers  for  a  titular  legend 
were  full  of  summer,  glowing  with  golden  light,  and 
toned  with  quiet  melancholy : 

"To  him  who  sails 
Under  the  shore,  a  few  white  villages, 
Scattered  above,  below,  some  in  the  clouds, 
Some  on  the  margin  of  the  dark  blue  sea. 
And  glittering  thro'  their  lemon  groves,  announce 
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The  region  of  Amalfl.    Then,  half -fallen, 

A  lonely  watch-tower  on  the  precipice, 

Their  ancient  landmark,  comes — long  may  it  last  I 

And  to  the  seaman,  in  a  distant  age. 

Though  now  he  little  thinks  how  large  his  debt, 

Serve  for  their  monument." 

Prepared  by  these  lines  for  a  dream  upon  deep,  calm 
waters,  under  the  shadow  and  scent  of  the  close  lemon 
leaves,  the  spectator  found  himself  placed  by  the  painter, 
wet  through,  in  a  noisy  fishing-boat,  on  a  splashing  sea, 
with  just  as  much  on  his  hands  as  he  could  manage  to 
keep  her  gunwale  from  being  stove  in  against  a  black 
rock ;  and  with  a  heavy  gray  squall  to  windward.  (This 
squall,  by  the  by,  was  the  very  same  which  appeared  in 
the  picture  of  the  Magra  of  1847,  and  so  were  the  snowy 
mountains  above ;  only  the  squall  at  Amalfi  entered  on 
the  left,  and  at  the  Magra  on  the  right.)  Now  the 
scenery  of  Amalfi  is  impressive  alike  in  storm  or  calm, 
and  the  writer  has  seen  the  Mediterranean  as  majestic 
and  as  southern-looking  in  its  rage  as  in  its  rest.  But  it 
is  treating  both  the  green  water  and  woods  unfairly  to 
destroy  their  peace  without  expressing  their  power;  and 
withdraw  from  them  their  sadness  and  their  sim,  without 
the  substitution  of  any  eflfect  more  terrific  than  that  of  a 
squall  at  the  Nore.  The  snow  on  the  distant  mountains 
chilled  what  it  could  not  elevate,  and  was  untrue  to  the 
scene  besides ;  there  is  no  snow  on  the  Monte  St.  Angelo 
in  summer  except  what  is  kept  for  the  Neapolitan  confec- 
tioners. The  great  merit  of  the  picture  was  its  rock- 
painting  ;  too  good  to  have  required  the  aid  of  the  exag- 
geration of  forms  which  satiated  the  eye  throughout  the 
composition. 

Mr.  F.  R  Pickersgiirs  "  Contest  of  Beauty  "  (No.  515.), 
and  Mr.  Uwins's  "Vineyard  Scene  in  the  South  of 
France,"  were,  after  Mr.  Mnlready's  works,  among  the 
most  interesting  pieces  of  color  in  the  Exhibition.    The 
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former,  very  rich  and  sweet  in  its  harmonies,  and  especi- 
ally happy  in  its  contrasts  of  light  and  dark  armor ;  nor 
less  in  the  fancy  of  the  little  Love  who,  losing  his  hold 
of  the  orange  boughs,  was  falling  ignominiously  without 
having  time  to  open  his  wings.  The  latter  was  a  curious 
example  of  what  I  have  described  as  abstraction  of  color. 
Strictly  true  or  possible  it  was  not;  a  vintage  is  usually 
a  dusty  and  dim-looking  procedure;  but  there  were 
poetry  and  feeling  in  Mr.  Uwins's  idealization  of  the 
sombre  black  of  the  veritable  grape  into  a  luscious  ultra- 
marine purple,  glowing  among  the  green  leaves  like  so 
much  painted  glass.  The  figures  were  bright  and  grace- 
ful in  the  extreme  and  most  happily  grouped.  Little 
else  that  could  be  called  color  was  to  be  seen  upon  the 
walls  of  the  Exhibition,  with  the  exception  of  the  smaller 
works  of  Mr.  Etty.  Of  these,  the  single  head,  "  Morn- 
ing Prayer,"  (No.  25.),  and  the  "  Still  Life "  (No.  73.), 
deserved,  allowing  for  their  peculiar  aim,  the  highest 
praise.  The  larger  subjects,  more  especially  the  St. 
John,  were  wanting  in  the  merits  peculiar  to  the  painter ; 
and  in  other  respects  it  is  alike  painful  and  useless  to 
allude  to  them.  A  very  important  and  valuable  work  of 
Mr.  Harding  was  placed,  as  usual,  where  its  merits  could 
be  but  ill  seen,  and  where  its  chief  fault,  a  feebleness  of 
color  in  the  principal  light  on  the  distant  hills,  was  ap- 
parent. It  was  one  of  the  very  few  views  of  the  year 
which  were  transcripts,  nearly  without  exaggeration,  of 
the  features  of  the  localities. 

Among  the  less  conspicuous  landscapes,  Mr.  W.  E. 
Dighton's  "Hay  Meadow  Comer"  deserved  especial 
notice ;  it  was  at  once  vigorous,  fresh,  faithful,  and  un- 
pretending, the  management  of  the  distance  most  in- 
genious, and  the  painting  of  the  foreground,  with  the 
single  exception  of  Mr.  Mulready's  above  noticed,  un- 
questionably the  best  in  the  room.  I  have  before  had 
occasion  to  notice  a  picture  by  this  artist,  "  A  Hajrfield 
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in  a  Shower,"  exhibited  in  the  British  Institution  in  1847, 
and  this  year  (1848)  in  the  Scottish  Academy,  whose  sky, 
in  qualities  of  rainy,  shattered,  transparent  gi'ay,  I  hare 
seldom  seen  equalled ;  nor  the  mist  of  its  distance,  ex- 
pressive alike  of  previous  heat  and  present  beat  of  rain. 
I  look  with  much  interest  for  other  works  by  this  painter. 
A  hurried  visit  to  Scotland  in  the  spring  of  this  year, 
while  it  enables  the  writer  to  acknowledge  the  ardor  and 
genius  manifested  in  very  many  of  the  works  exhibited 
in  the  Scottish  Academy,  cannot  be  considered  as  furnish- 
ing him  with  sufficient  grounds  for  specific  criticism. 
He  cannot,  however,  err  in  testifying  his  concurrence  in 
the  opinion  expressed  to  him  by  several  of  the  most  dis- 
tinguished members  of  that  Academy,  respecting  the 
singular  merit  of  the  works  of  Mr.  H.  Drummond.  A 
cabinet  picture  of  "  Banditti  on  the  Watch,"  appeared  to 
him  one  of  the  most  masterly,  unaffected,  and  sterling 
pieces  of  quiet  painting  he  has  ever  seen  from  the  hand 
of  a  living  artist ;  and  the  other  works  of  Mr.  Drummond 
were  alike  remarkable  for  their  manly  and  earnest  finish, 
and  their  sweetness  of  feeling. 
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